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“The Etude” records with deep regret 
the death of Carl Fischer, music publisher of 
New York. Mr. Fischer was born in Butt- 
staedt, Saxony, Germany, December 7, 1849. 
In his youth ne studied the violin and the 
French horn, also the double bass and the 
bassoon, becoming a competent performer 
upon these instruments. Later he went into 
the manufacture of orchestral instruments. 
Iie then went to England in charge of the 
musical instrument works of Henry Diston. 
Returning to Germany he again decided to 
make a change and came to America in 1872 
when he was twenty-three. He immediately 
started in the music business, supplementing 
his work with professional engagements at 
night. Gradually he accumulated a very large 
and excellent catalog. He was also the pub- 
lisher of “The Musical Observer.” The firm 
Will be continued under the direction of Mr. 
Fischer's son, Walter 8S, Fischer. Carl 
Wischer’s influence upon the music publishing 
business in America has been most valuable. 


Queena Mario, American soprano, who 
a long time was a member of Fortune 
llo’s San Carlo Opera Company, has gone 
‘up’ to the Metropolitan. Every musician 
fainiliar with her exceptional voice and art 
ill not be surprised. As Juliette at the 
Metropolitan she made an immediate ,and 
traordinary suecess which promises a great 
future, if opportunities come her way. Time 
as when it was impossible to enter the 
Metropolitan via another American opera com- 
pany. The present Metropolitan management 
too broad to ignore talent. 
4 
Josef Stransky resigned as conductor of 
the New York Philharmonic Orchestra, early 
in February. At the last concert the con- 
ductor was presented with a wreath by the 
directors. swald Garrison Villard points 
out in The Nation, of New York, that Stran- 
sky took a “run down” orchestra, ‘“‘welded it 
to a splendid machine” and raised the sub- 
scriptions from $25,000 a year to $125,000. 
housands will regret his going, as the ‘“‘stand- 
ing room only” sign was not often missing 
the Carnegie Hall Concerts of the orches- 
a. Without being sensational or a ‘society 
t” he has stabilized the orchestral situation 
New York as only those familiar with the 
isic of the great city can know. 


" Anima Allegra, a new Italian Opera 
yric comedy), in three acts, by Franco Vit- 

ni, founded on the Spanish story, “Genio 
e in 


February 14th. The opera, which has a 

slight libretto, is reported to have many 

élightful passages, but was not a pronounced 
cess, according to the press. 


The Chicago Civic Association re- 
ris that the past season was so successful 
lat only eighty per cent. of the guarantee 
is called for, It now seems that opera in 
hicago is really on a permanent basis. 


The San Carlo Opera Company is to 
pear in Havana this year, according to 
rt. It is also said that Mr. Gallo has 
sed Bori, Ruffo, Schipa and Paoli to 
t, in special performances. Gallo is mak- 
-a stir in the world. 


Wolf-Ferrari, who has added some of 
ie most beautiful of operas to the repertoire 
recent years, has just done another, “Prince 
ri’ (Prince Humming Bird). This work 
s with a dramatis persone of birds 

—after the manner of Rostand’s 

ticler. Warry Savage produced a comic 
Pra some years ago called “Birdland” in 
ich the characters were birds. 


mil Oberhoffer, formerly conductor of 
Minneapolis Symphony Orchestra, now 
iting for a year, is said to have committed 
dred posers scores to memory in 
years. enri Verbrngghen is his suc- 
at Minneapolis. 


manuel Wirth, the last survivor of 

mous Joachim String Quartet, died in 

recently, : 

> Triennial Handel Festival will 
in London a this year in June. 

the last festival, 84,441 persons attended. 
er eS 
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The London Symphony Orchestra 
was recently founded in that city under the 


direction of Elizabeth Kuyper. The Mar- 
chioness of Aberdeen is president. Mme. 


Kuyper is a Dutch composer who taught for 
some years at the Hochschule in Berlin. 
America has had many notable orchestras 
composed of women and conducted by women. 


Dr. John McE. Ward has just celebrated 
his thirty-fifth anniversary as the organist 
of St. Mark’s Lutheran Church of Philadel- 
phia. The church doubled his salary and 
requested him to stay for another thirty-five 
years. 


Alfred Hertz, formerly conductor at the 
Metropolitan Opera House in New York, has 
again been elected for two more years as the 
conductor of the San Francisco Symphony 
Orchestra. Hertz has been in the Pacific® 
metropolis for eight years. 


Arturo Toscanini, according to report, 
has resigned his position as conductor of the 
La Seala Opera House in Milan, because of 
a noisy demonstration of Fascisti during a 
performance of “Otello.” 


Perosi. The following report is trans- 
lated verbatim from the long established 
“Zeitschrift fiir Musik’’ of Leipzig. ‘Lorenzo 
Perosi, of whose condition we have already 
made mention in our issue of * * * * 
is once more put under legal guardianship. 
His conversion to Protestantism has aroused 
great commotion in Italy for many months. 
Perosi was the last director of the now 
discontinued choir of the Sistine Chapel, 
under Pope Benedict XV.” The last report 
coming to THe Hrupw about Perosi was that 
his mind was affected. 


An American Art Theater, at which 
opera as well as drama will be given, is 
planned for New York. Morris Gest, backed 
by Otto H. Kahn, are the promoters-of the 
plan. It is expected that the theater will 
be open in October or November. ° It is 
planned to seat 2200. No money will be 
lavished on the decorations of the house 
which will be very plain, but the productions 


will receive liberal attention. The theater 
will be modeled after the scheme of the 
Moscow Art Theater, which is now repre- 


sented in New York by its leading performers 
who are presenting Russian dramas. Gest 
also announces that he will give performances 
of opera in English. 


The S. Coleridge-Taylor Musical So- 
ciety of New York, founded by colored citi- 


zens, already has a membership of 1000, 
It now announces that it will form a sym- 


phony orchestra and a chorus of one hundred 
voices.- The president of the organization 
is David A. Donald. 


DePachmann will tour America next 
year, according to report. DePachmann has 
not been heard in Ameriea for ten years. 
He is now seventy-five years old. London 
still throngs his concerts. 

The Covent Garden Theater is, ac- 
cording to report, to be closed to opera. 


This famous auditorium was first opened in 
1732, but was not made into an opera house 
until 1847. The Royal Opera has had a 
somewhat checkered career in these years. 
Its greatest success was under the régime of 
the late Agustus Harris. It will now be 
given over to musical comedy and revue. 
This should not disconcert the music lover, 
as the house has frequently in the past 
given place to circus, prizefights and cheap 
melodrama. Covent Garden was burnt down 
in 1808 and also in 1856. The present one 
has been ‘‘modernized”’ from time to time. 


“Pierrot Lunaire,’”’ a composition of 
Arnold Schénberg, belonging to his so-called 
“second period” (his first period being quite 
lucid and his third being particularly unin- 
telligible to all with ordinary mortal ears), 
was given in New York early in February. 
The work is dramatic and deals with the 
emotions of a moonsick Pierrot. The words 
are half spoken and half sung—something 
part way between song and speech. Opinion 
was divided as to the artistic worth of the 
work, characterized by interminable discords. 
As one critic remarked, “Anyone can stand 
on his head if he chooses to do so and he 
will not fail to get an audience.” 


A Revival of the Bride Elect, by J. P. 
Sousa, was given by the Philadelphia Oper- 
atic Society in January, with great success. 
Many of the numbers were encored a half 
dozen times. 


_ Cesar Thomson, the great Belgian vio- 
lin virtuoso, will teach in America at Ithaca, 
New York, next Fall. 


Granville Bantock, one of the foremost 
of British composers, is scheduled for Canada 
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as adjudicator for the 
Iestival. 3antock was here in the 
nineties as conductor of one of the Gedrge 
Hdwards’ ‘“‘Gaiety’’ companies. Since 1908 
he has been Sir Edward Elgar’s successor as 
professor of music at the Birmingham 
University. 


Ontario 


written in 1729 


Beggar's Opera, 


“Polly,’’ 
to the 


as a successor 
has again become a 
hit in London where it was recently repro- 
duced. The opera is also by Mr. Gay, who 
this time takes the winsome Polly to the 
West Indies with her fascinating highway- 
man husband, MacHeath. Let us hope that 
America may see it also. 


George Lansing, whose chief fame rests 
upon the composition of the haunting, tune, 
Darkies Dream, died on January 17th, at 
Boston. He was an expert performer upon 
the banjo and coached many New England 
College banjo clubs. 


Schubert’s Unfinished Symphony was 
recently played in New York minus a con- 
ductor. Nothing new. Seidl frequently laid 
his baton on the music stand while his 
orchestra played and they played wonderfully 
well. First, the conductors gave up their 
notes, now they are foregoing their batons— 
will the public ever do without the “blonde 


gods” themselves ? The really important 
work of the conductor is done at the 
rehearsals. 


Sir Henry Wood has become a member 
of the staff of the Royal Academy of Music 
of London. 


Los Angeles has a new magnificent mo- 
tion picture theater known as the “‘Graumann,” 
which seats over 4000. It is said to compare 
in size and richness of decorations and furn- 
ishings with the finest opera houses of the 
world. It will maintain a Symphony Or- 
chestra of fifty musicians, under the diree- 
tiom of the composer, Ulderico _Marcelli. 
Every seat for the first performance sold for 
five dollars. When one remembers the al- 
most fabulous outlay for auditorium organs, 
ete., the future of music in America is truly 
immense. 


The Philadelphia Music League, un- 
der the able direction of Mrs. Frederick W. 
Abbett, has again received an -appropriation 
of $10,000 from the city for civie music 
purposes. 


Extra! Extra! Musical War in Eu- 
rope. Germany boycotts French music and 
now France threatens to employ the same 
Weapon upon the Germans. If music is 
beautiful at one time, it is just as beautiful 
at another, no matter who wrote it. Why 
not be reasonable in Art? 


St. Louis has voted to spend $5,000,000 
for a new Municipal Auditorium which, of 
course, will be used largely for music. Such 
auditoriums are being built everywhere in 
America now. The future of music in our 
country is hardly comprehensible. 

The Theaters of Berlin, according to 
a report in the Paris Le Courrier Musicale, 
have nearly all closed their doors because of 
the inability to pay the actors’ salaries. 


Dr. Edward Bunnett, Mus. Doc, Cantab. 


KF. R. C. O. City organist of Norwich, died 
in January, aged 88. Much of his church 
music has become very popular. His Nune 
Dimittis and Magnificat in F is reported to 
have sold to the extent of half a million 
copies. As a boy soprano he sang with Jenny 
Lind. Last October he gave an organ recital 
in St. Andrew's Hall which amazed all who 
heard it by the wonderful virility of the 


octogenarian. 


Lalo, composer of Roi d’ys, was born just 
one hundred years ago. Franee accordingly 
is celebrating. 


Offenbach’s life has now yielded a sub- 
ject for a comic opera called “A Waltz,” by 
Oskar Ulmer. It has just been produced in 
Ziirich. 


Vienna, says a press report, has converted 
the little cemetery in the Wahring district 
into building lots. Here it was that the 
remains of Beethoven and Schubert remained 
for some sixty years. 
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CHORUSES 


A-few suitable two, three and four part choruses are here 
listed. Space does not permit showing many other excellent 
choruses. 


School 
oes Grades Price 
10834 Alma Mater (S.A.T.B.)..J. W. Bischoff 8-H  ,05 

144 Annie Laurie (S.S.A.A.) 
Ary. by D. J. Peake H..05 
272 Awake With the Lark (S.A.T.B.) 
R. E. de Reef 8-H  .10 
15627 Bridal Chorus (Rose Maiden) (2-Pt.) 
F. H. Cowen 8-H .12 


259 Bridal Chorus (Rose Maiden) 
(S.A.T.B.) F. H. Cowen H #10 
118: Carmena (2-Pt.)......... H, L. Wilson 
20160 Come, Gentle Spring (S.A.T.B.) 
J. Haydn Bia 28 
10155 Come, Let Us All Rejoice (Sacred) 
(2-Pt.) J. C. Warhurst 
138 Come to the Gay Feast of Song 
: (S.A.T.B.) R. E. de Reef H +.20 
10392 Come Where the Lilies Bloom 
(S.A.T.B.) W. L. Thompson H 10 
10132 Consecrated, Lord to Thee (Sacred) 
(2-Pt.) J. C. Warhurst 5-H ~+.15 
10848 Dance (3-Pt.)..........5 M. Weinzierl H 
159 Dance of the Pine Tree Fairies (3-Pt.) 
R, R. Forman H 15 
15674 Down in the Dewy Dell (3-Pt.) 
H, Smart 
111 Ebb and Flow (3-Pt.).......4. O. King 
10674 Evening Shadows (3-Pt.)...C. R. Ricci 
10121 Far from My Heavenly Home (2-Pt.) 
J. Co. Warhurst 
6196 Franklyn’s Dogge (3-Pt.)...J. B. Grant 
From the Old Homestead (Medley) 
(S.A.T.B.) T. Lieurance 


ou 
cr fasfecilso|ssfates}sof oe 
& 


LOSBO“Gipsies (s2Pt)) > cows tress J. Brahms 15 
15715 Glad May Morning...... E. L. Ashford 8 12 
20209 Good-night (Unison or 2-Pt.) 
I. B. Wilson 5-8 ,06 
265 Hail! Orpheus! Hail!..... R. E. deReef H .16 
10898 His Love and Care (Sacred, 2-Pt.) 
. C. Warhurst 5-H .10 
5984 How Lovely Are Thy Dwellings 
(Sacred, 3-Pt.) H. Smart By AB 
10276 Humoreske (Swanee River) (3-Pt.) 
Dvorak—Wilson H. 10 
20161 It’s Home for You and Me .(3-Pt.) 
W. E. Haesche 8-H  .08 
20062 I’ve Been Roaming (2-Pt.) Horn-Pitcher 8-H 12 
6234 I Waited for the Lord (Sacred, 2-Pt.) 
Mendelssohn—Norris 8-H  .15 
10509 Last Good-bye (S.A.T.B.). / 
H. T. Burleigh. 8-H .10 


Leafy June Is Here (3-Pt.) 
E. S. Hosmer Tf = 12 
6267 Lift Thine Eyes (Sacred, 3-Pt.) 


OPERETTAS and CANTATAS 


This is the season for the presentation of such musical 
entertainment as afforded by these offerings. Here are sug 
gestions fitting practically any requirements or limitations. 


THE GHOSTS OF HILO 

By Paul Bliss Hawaiian Operetta for Young Ladies 

A bright, tuneful musical play. The plot is fascinating 
and the setting picturesque. The accompaniment of piano, 
gong and tom-tom give atmosphere to this operetta. Per- 
formances can be given indoors or outdoors. Three solo 
voices are required, the chorus may be made up of girls 
or young ladies. : 


Complete Vocal Score, $1.00 Orchestral Parts may be rented 


THE CRIMSON EYEBROWS 
By May Hewes Dodge and John Wilson Dodge 

A Fantastic Romance of Old China in Three Acts. An 
excellent offering. The music is delightful and the dia- 
logue is amusing. Two sopranos, one contralto, one tenor, 
three baritones and one bass are required for the solo 
parts. 
Vocal score with full dialogue, $1.00 Stage Manager’s Guide, $1.00 

Orchestral parts for rental only 


THE PENNANT 
By Oscar Lehrer Book by F. M. Colville 
A real, practical comic operetta for a short cast, easily 
produced. May be adapted to any college or school locality 
to fine effect. Solo voices needed are two sopranos, three 
altos, two tenors, two baritones and one bass. 


Complete score, $1.20 Orchestral parts may be rented 


PANDORA 
By C. E. Le Massena 

A brilliant operatic setting of the old Grecian myth as 
retold by Hawthorne under the title of “The Paradise for 
Children.”’ Five young people for the principal characters 
and a chorus of boys and a chorus of girls are necessary. 
This is the operetta that was broadcasted recently by 
W. J. Z., Newark, N. J. 


Complete score, $1.00 Orchestral parts may be rented 
A VIRGINIAN ROMANCE 


By H. Loren Clements 
A short musical comedy in two scenes that can be pro- 
duced by almost any school, college or amateur group at 
any season. Takes tremendously well with the average 
audience. 


Vocal score, $1.00 Orchestral parts may be rented 


MOTHER GOOSE FANTASY 
By Arthur Nevin 
For Solo Soprano and Two Part Chorus 
An artistic musical fantasy. The leading character is 
a young lady whose day dreams of. her childhood visualiza- 
tions of Mother Goose characters are enacted by mem- 
bers of the chorus. Members of the chorus may be chil- 
dren or young ladies of more mature years. Suitable for 
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The Commencement Program 


NOW is ‘the time to work up material for Graduation and other close-of-the-season 
exercises. Supervisors of Music, School and College Directors and Individual Teachers will 
find helpful suggestions below and in addition to these we will gladly make special sug- 
gestions in the shape of selected material sent for examination to any supervisor or teacher 
requesting this service. Any of the material listed below sent for examination. 


VMendelssounn aot 05 outdoor performance if desired. 
15691 Listening Angels (Sacred, 2-Pt.) Complete score, $1.00 Orchestral parts may be rented 
ge ee ara THE ISLE OF JEWELS 
20085 Little Fishing Boat (3-Pt.) é Z 
‘ P. Risher 8-H 12 By Geo. L. Spaulding Price, 60 cents 
15671 Lord is My Shepherd (Sacred, 2-Pt.) One of the best operettas for young people ever writ- 
BY | Smart 5°51 08 ten. .The text is witty and amusing and the music is full 
Fy 20175 Medley of Scotch Songs (3-Pt.) as of sparkle and go. 
R. M, Stults 8- 2 ‘ 
107 Merry June (2-Pt.)........ Ch. Vincent 8-H 410 MOTHER GOOSE ISLAND 
, 142 Morning Song (3-Pt.)...R. R. Forman 8-H 15 By Geo. L. Spaulding x Price, 60 cents 
D 143 Morn Rise (2-Pt.)......06 A. Czibulka 8-H 10 A bright, up-to-date work, suitable for boys and girls of 
R 15593 My Old Kentucky Home (S.A.T.B.) from 8 to 11 years. Mother Goose characters are intro- 
KX F. A. Clark 8-H .10 duced in addition to the modern boy and girl parts. 
086 h i Lull f£ lyn, 
Seiya em kel a ae A ROSE DREAM 
2 6169 Old Time Favorites (Medley, 3-Pt.) By Mrs, R. R. Forman Price, 60 cents 
Ri H. H. Pike 8-H .16 A delightful entertainment for any group of young folks, 
< 20186 One More Song (S.A.T.B.).I. B. Wilson 8-H .08 between the ages of 8 and 14. The plot allows for partici- 
D. 15524 Open Wide the Gates of Spring (2-Pt.) pation of any number. ; 
R.R. Forman 5-H ,15 
RA 149 Pond Lilies (2-Pt.)...... R.R. Forman 5H 15 THE FAIRY SHOEMAKER 
5 20199 Praise ye the Father (Sacred, T.T.B.B.) By T. J. Hewitt Price, 60 cents 
CO LENG YEO SEL 08 This delightful operetta may be produced by girls and 
Cf 10778 Soldier’s Farewell (S.A.T.B.).J. Kinkel 8-H (05 boys or by boys alone. Time of performance, one hour. 
[ss 10725 Song of Spring (S.A.T.B.).R. M. Stults 8-H  .15 
A 210 Song of the Triton (S.A.T.B.) 
3) Molloy—Taylor 8-H 06 Those desiring Piano Solos, Vocal Solos, 
: 15550 Songs Beloved (S.A.T.B.).T. Lieurance 8-H  .12 } : ° 
2 10774 Spring Song (2-Pt.)..Pinsuti—Challinor 8-H  .10 Vocal Duets, or any other material are in- 
By 6173 Summer Night (2-Pt.)....R. R. Forman 5-H ,10 c . C 
20135 Tackle It (T.T.B.B.).....1. B. Wilson H 110 vited:to tell as thee needs te arden, (ane 
Bf 10836 Time of Youth (2-Pt.) may make up a special package to be sent 
Donizetti—Forman 8-H. .10 ° : 
IE 119 Twilight (Sacred, 3-Pt.)...... Fr, Abt, 8-H* 08 for examination. 
D 10286 Twilight (Sacred, 2-Pt.).S. F. Widener ‘5-H 10 
Sie ae Marines: (S.A.T.B.)..E. Cooke 8-H’ .15 ; 
55 Voices of the Woods (2-Pt.) Th d P G 
Rubinstein—Forman 5-H — .10 oO 
Et 294 Welcome, Sweet Springtime (S.A.T.B.) €o re resser oO. 
© Rubinstein—Brackett Ay 4.10 MUSIC PUBLISHERS AND 'DEALERS 
> 108 When Life is Brightest (2-Pt.) MAIL ORDER MUSIC SUPPLY HOUSE 
C. Pinsuti 8-H ,10 
5 102 When the Fragrant Roses Blow (2-Pt.) Meo HILADELPYITA BAe 
= F. Abt. 5-8 +06 > 
|e 20055 Where Roses Used to Grow (S.A.T.B.) z , 
is IT. B. Wilson 8-H .12 ' Established 1883 ~ 
Ota TAnOTATAnATATATATATATOROnATATOnATOnOnOROTOnOnOnOnAtAnAnOnOMOmAnAmAnOmAmOma mA mamAmAmat 


- 9977 In the Arena—March.. 


14489 Shooting Stars Galop.......... Eduard Holst 1.25. 
14445 Cavalry Advance...........5.+. E. Schneider 1.25 
14446 ice Randy... te ean tire  cs D. Emmet  .60 
14448 Awakening of the Birds........... O. Lange .75 
14449 Fast ‘Mail tGalopscne. Soule. 2 3) L. Streabbog 80 
.18053 No Surrender—March.............. Morrison  .85 
13186 Commencement Mafch............ C. Koelling _.85 
13070 Dance of the Winds..A. Jackson Peabody, Jr. 1,00 
13602 Installation March........... G. Rockwell .80 
8827 Tarantella from ‘‘Masaniello”.D. F. E. Auber 1.00 
7296/Concert Polonaise .:......5....-- Engelmann 1.00 
3222 Grand Festival. March......... FH. Engelmann 1.00 
8175 Paradée.Review.:.........+..- H. Engelmann _.85 
6882 Comrades in Arms—Two-Step....F. C. Hayes 1.00 
7046 Hungary, Op. 410, Rapsodie Mignonne f a3 
. Koelling 1.00 

14509 Flying Squadron Galop........... A. Parlow +80 
14450 Love by Moonlight............... C. Durand 485 
18245 Salute to the Colors........, Bert R. Anthony .85- 
17603 Keeping Step with the Union..... J. P. Sousa 1.26 
1,50 


<tivaNl 


LAT POLO TOPO TOPO! Deh 


PIANO ENSEMBLE. 


Numbers for four hands, six hands, two pianos four 
hands, two pianos eight hands, etc., make excellent 
features for a program. Any in this selected list may be 
had for examination. 


One Piano, Six Hands 
9993 Gipsy” Rondo. 73). ci wi aeiseien ne Haydn-Kramer $1,00 
SUIS Ao May Dayan. «os .acs alate otegual tae ae Rathbun 80 
5125 From Norway. ........ Nig cas ¢-e ik eteiee Koelling  .%5 
6717 Grand Galop Brillante.......... -Wollenhaupt 1,00 
7261 Promenade Polka—Marcth ..........Ringuet .90 
AGLOO Snow bells ye 5.0 as -alece cry Uamictce ears . Behr 75 
L6RES School-day: WQGOys elise aie siemeitnig oe Meee Kramer 1,00 
W673 ‘Marehe “‘Lytidte...k..,.0<ceneseeets Koelling 75 
8530 Polka de la Reite. 4.0660 Sonne nena alee Raff 60 


9974 The Trumpet Call—Marce -Loeb-Evans _.80 


16269 March and Trio........ had Ma 0 oi Hofmann .40 
SORBED “Tage tens cuss cepaig alte WU en Engelmann 75 
LTO08) Twox Blowetsjccicckihonesew eamcamthe Koelling 60 
11145, Polonaise ‘Militaire <4... «sae ta tek eee Chopin 60 
11146 Barcarolle (‘‘Tales of Hoffman’’)...Offenbach  .60 
11018 Homeward March........66.5.00000: Lindsay 60 
11023 Iris—Intermezzo 26... cece ee cee seas Renard .75 


13373 Marche Heroique ...........-06-04 Spaulding 60 
13562 Le Carillon—Polka Brillante...Leon Ringuet .80 
14043 Pageant—Marche Brillante.Geo. L. Spaulding .80 
14215 Festival Procession March....Rathbun-Parlow .90 
14625. Dixie ‘Doodle. uis.c enue Eduard Holsr 80 


14496 Camp “of Glory) iisicws se woe .. Eduard Holst 86 
14427 Tripping Throughthe Heather..Eduard Holst  .85 
14435 Dixie Land<....... Nia cinale Gateey meet D. Emmet  .60 
14486 Cavalry Advance E, Schneider  .90 
14437 Southern Beauty.........0.+005 E. Schneider 80 
17716 Young Hearts........ ....-Edmund Parlow 60 
LWT On and Omraniay deere Edmund Parlow .50 
17602 Keeping Step with the Union..... J. P. Sousa ,80 
17156 Marching Children......... Geo. L. Spaulding .50 


17157 The Contented Fairy.......Geo. L. Spaulding 60 


- 


Two Pianos, Four Hands 


7274 The Mill, Op. 75, No. 2....... Albert Landry _.40 
2008 Homage A’Mozart........ Wm, D. Armstrong 1,00 
8566 Festival March, Op, 45........ Geza Horvath 80 
16953 Grand Valse Caprice... ...++Engelmann 1.25 
11856" Melody ins... .Gidicne ves oo dei A. Rubinstein 60 
18788. Manitou: .'4.2 deme nr eninen C. S. Morrison  .80 
124458; Camp. iof Glory su caavuee ane eee Eduard Holst .80 
14480 The Flatterer..............205 C. Chaminade 75 
14482 Dixie’ Doodles. shiv esvcsoenees Eduard Holst _,.60 
14496 Shooting Stars Galop........... Eduard Holst 1.00 
14840 Valse Arabesque 20) jae. ds eee oles oune Lack 1,00 
15847 Maytime....0 00 30.5.2... Mary Helen Brown .50 
15348 Gavotte Miniature...... Mary Helen Brown 50° 
16667 “Hole .jiksy... atone eee eee L. J. O. Fontaine  .85 
16362 Fantasie on Humoresque..... Dvorak—Brown  .%5 
15470 Serenade....... shiek repens Uae M. Moskowski .40 
One Piano, Eight Hands 
11271 In the Procession.......... ..--H. D, Henmitt | .80 
11552 Galop-Marche .......ccceeceseue A, Lavignac 1.00 
8321. Valse} Lortaniés iu cme een lovee E, Missa  ,60 
T7064 Taps swe ses mente Toran H. Engelmann  .80 
Two Pianos, Eight Hands 
T8012 Mintet in: Gos. hea tae oh Beethoven—Parlow 40 
18013 Chant Sans Paroles...Tschaikowsky—Parlow — .60 
6781 = Carmen” oe goeins sine Rahat Bizet—Parlow 1.25 
7674 Marche Lyrique. J... vee es scene C. Koelling _.80 
16843 March from Lenore Symphony.......... Raff 1,00 
1880: Persian’ March... 2 .s.ctsae ts are A 3 
6478 Impromptu a la’ Hongrois =e 
16954 Grand! Valse Caprice.) ....)...4.. 


4789 Russian Hyman osc, cao les lawns . Lvo. 

4400 Festival Procession—March....F. G. Rathbun  .80 
6822 Marche Triomphale 
7565 Modern Chivalry March, Op. 108.F. R. Webb ,80 
14570 Stand by the Flag—Patriotic March....Stults 85 
14438 Tripping Through the Heather..Eduard Holst 1.25 


17024 Triumphal March........ deren A. Sartorio 


Two Pianos, Twelve Hands 
8535 Bella Bocca .eccesesecersess++-Waldtenfel 90 
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AN UP-TO-THE-MINUTE LIST OF 


New Music 


Piano Solos and Duets, Vocal Solos, Sacred and Secular, 
Vocal Duets, Violin and Piano Numbers, 
Anthems and Secular Part Songs 


When ordering any of these Publications it is only necessary to 
mention “‘Presser Catalog’’ and give Number 


PIANO SOLOS 


. Sacred Solos 
; Gr. Price | Cat. No. Price 
vas6eAEBENIZ. 1 50.25 | races’ MBROSE, PAUL 
SURO MEP Tits s cee Ve ve ls 665 Come, Ste the Place Where J L. j a 25 F is 
BULL, OLE (Eater Song) EP sharp. cen. ch convinced of the real value of a contest of this 


MARZO, EDUARD: nature in arousing a wider interest in composition and of 
stimulating the efforts of composers. In this contest all 


are welcome and we can assure the contestants a respect- 


18537 O Master, Let Me Walk With Thee, d-F.. .40 
18538 O Master, Let Me Walk With Thee, b-D.  .40 
18546 Lead On, O King Eternal, c-F........... -50 


TWO CHARACTERISTIC PIECES 


E TAKE pleasure in making the following offer 
instituting our Erupre Prize Conrest, being 
- 18547 Lead On, O King Eternal, a-D -50 : j i } 
For the Pianoforte VOCAL DUET ful hearing and an absolutely impartial final judgment. 
By CECIL BURLEIGH : 
ONE THOUSAND TWO HUNDRED AND FIFTY DOLLARS 
Grade 3 SMITH, CLAY : as F 
WeeOTEMallswa'en nt 0... xc kao cle. cs 30 18642 Dear Little You (Sop. and Alto).......... 60 will be divided ra the successful composers 
18528 Wing Ce 4 ys Sl SS 30 VIOLIN T in the fo Owing manner: 
and PIANO 
CRAMMOND, C. C. FELTON-FREY PIANO SOLOS ‘ 
18353 Fragrant Blossoms, a, Op. 136....2 .30 | 18617 To a Wood Violet, Idyl......... 3 40 CLASS 1, For_the three best Concert or Drawing 
SB ih Ne J. OSCA’ rere A Petite ; Room pieces for piano solo 
Git? Msteqnne, Caprice... 0.2.04 60 NTHEMS FIRST PRIZE. ........... sss +eeee $90.00 
GRUNN, HOMER SEGONDGP RUZ Bite te tanec (eis aa ar e'e mi apeely 60.00 
18618, Valea Befinnte in| Grob laten ce scene oar 5 5 Mixed Voices DED URDMP RUZ Bis cierna cite sete oi ia. o deity 35.00 
18620 Bright Moments PR 8 a 3o0 50 aar67PAINES:, WILLIAM CLASS 2. For the three best Intermediate Teaching 
86 ER) Oro. BT ce 3 50 oryiBe ta God thy ncn os.* bz cee. cn ‘ i i 
HUERTER, CHARLES 20259 Not Unto Us, O Lord... 20222 rae Sony. E \ aaloameteie $90.00 
18462 Thoughts at Sunset................. 4 .40 | 20236 Sabbath Dawn, The.................... 12 yaee aN REL? oe Oe 
18485 When Grandmother Danced......... 3, .40 | 20256 To the a, Came Mary Weeping (Easter) .12 SECOND. PRIZE. «2.0.0.5. ce eee es sen 60.00 
JOHNSON, WALLACE A. BERWALD TRATRDEP RIZE: cAn ini pec anientecten &:aice 35.00 
18455 Country Band, The, Characteristic 20302 Rejoice dE Be Glad) (Easter) /. icc: oecae.c0 12 : 
| Wiarthatees sian Sots. fs poesazs 4 50 PIERCE, EDWIN H. CLASS 3. For the three best Easy Teaching Pieces 
LANSING, A. W. 20253 Lord is My ight, hese wy! teil ase ae 15 of any style for piano solo 
cape? Voices, Fourth Concert Polka..4 50 Gee a kM ssa FIRST PRIZE £60.00 
ade BE Made Riven (Eabta)::.. 0... a : DAS SET RNS, paar heats ale $00. 
18597 O Lovely Night, Barcaro le from “Les 20295 Christ Our SOT eee ae 51D SECOND PRIZE......... Steen 45.00 
Senter Hohmann’ soc. s lc. ckh 31 50 | 20266 Hear My Cry,O God......... 12 PEER DBP RUZ Bit.re teen ate ris: syale. ines vote 20.00 
PACHULSKI, H. 20238 King all Glorious (Easter)... . oe. Ae 
iste7, La Filssse, The Spinner, Op. 3, No. 2.7 .50 | 20274 O Saviour, Precious Saviour............ 12 VOCAL SOLOS 
Sg ho 2, 40 CLASS 1. For the three best Sacred Solos 
Ao yt earnaT ae PART SONGS FIRST PRIZE (.. o)-5 Fel. Lh eee. $90.00 
16555 Heart's Enchantment................ 4 50 : : SECON / ae: : 
RITTER, IRENE MARSCHAND Mixed Voices So par ees Sata p ROtgrs eg ee 
18613 Pond Lilies, Barcarolle 2 tine ooo gon Gi erie e wantin weet eet eect tenes +. 35.00 
b: ithered Roses, Nocturne........... 4 40 i 5 > 
SCHULER, GEO. S. I Bathen fo ane RT ET Se siacs sc 12 CLASS 2 Oe the three best Secular Solos 
18525 May Pole March................... DGS AR nase pap aay . WRG PRU Ee wicicredscr \+ seins +1. 00-00 
SCHUMANN, ROBERT 20263 Owh The Sone hie, ~ SECONDAPRIZ Eee Ut. oak ele 60.00 
18551 Important Event, Op. 15, No. 6....... 3 -20 STULTS, R. ig ith a -05 CEP UEP ROE 2: Bic oc arccncs aiere. vine oie slameaiaih « 35.00 
FOUR HANDS 20296 Jolly Tars ree ., Alto and Bass)......... .08 CHORUSES 
Women’s Voices For the three best Anthems for Mixed 
LANSING, A. W. Unison CLASS 1. Voices 
18466 Merry Voices, Fourth Concert Polka...3 60 | SROONER, D. PIP GISPRIZE eee th tk eens $60.00 
VOCAL z pcp webu es": ; SECOND PRIZBitererets ogres eae . 45.00 
Sa a arts ARLE ALU RS DRM tal 8 17.5) Re a ge ee 25.00 
Set end Ballad a Se 08 For the three best Part-Songs for Mixed 
gs and Ballads : 3 j : 
WOODCOCK, A. L. — Voices with piano accompaniment 
BISHOP, SIR HENRY R. 20272 Moon of the Springtime... .......... a CUASSt2 ap HIRSU PRIZE 082.3. hes noha _.. $60.00 
es can a Roc’ uatyares .75 Three Parts SEGOND? PREZEY ce ik cee es bee needs 45.00 
75480 f Dove Von Restd-E flat..........-..... 40 GEST, ELIZABETH ABS USB Te 188 A One i tS a 25.00 
16488 ust Because of You, RE ‘40 | 20265 Rainbow Song.......................5. 08 For the three best Part-Songs for Treble 
18543 Dauntless, c-D. ‘et fee ae 30 Men’s Voices Voices in two or three parts with 
} KOUNTZ, RICHARD KOUNTZ, R. piano accompaniment 
18541 My Soul Soars on Its Wings, G-a ....... BGR eO2as- AAVMtO SPKANG, 4 nti oe cis ses alec ae ein 10 CLASS Ay FIRST PRIZE 3s oo ns ey ee £60.00 
18542 Sear a code Hour, E flat. Reet: 59 SECOND PRIZE 45.00 
18558" Without You, sharp-F sh THIRD PRIZE: 0 a. Beso tw 20.00 
ithout You, ¢ s| “ia MUMED see «jf ass 50 Use) nina: siaiwt tise aie og 0 0 4 als 
ikon a TEL PETER PAN 
q iss Denis ra Ot as. BER e Tsao 50 A Cycle of Songs ii 
f - For Three-part Chorus of Women’s Voices 
| 18633 Barnegat Love So cal hg OR OR a i 
; seit H. WAKEFIELD 4 Words by JESSIE ANDREWS CONDITIONS 
van ‘oy OOP eg eee 60 Musi SL A: 5 . > , itt 
j 1861 “—o SOHN PHILIP ae a ee pee ete Competitors must comply with the following conditions: 
4 Coali = m 4 
STICKLES, WILLIAM Oe aaa ee cg A high-class program number for women’s clubs, The contest will close July 1, 1923. 
18552 Wind, ras “Te a ee 60 high school or college choral societies by The contest is open to composers of every nationality. 
} Shay tepnatse the mea aas a America’s foremost woman composer. Composers may be represented in all classes, but by only one compositionin each class. 


All entries must be addressed to ‘“*THE pike DE PRIZE CONTEST, 1712 CHESTNUT 
STREET, PHILADELPHIA, PA., S) A. 


All manuscripts must have the aiid hee _written at the top of the first page: 


f 
Any of these new issues cheerfully sent for examination 
“FOR THE ETUDE PRIZE CONTEST?’ 


‘ 1710-1712-1714 e e The name and full address of the composer must be written upon the first page of 
Theodore Presser Co. Chestnut Street Philadelphia, Pa. each manuscript submitted. 


i > “ Only the classes of compositions mentioned above will be considered. Do not send 
Music Publishers and Dealers Established 1883 Duets, Organ Pieces, Violin Pieces or Orchestral Works, etc. 


Involved contrapuntal treatment of themes and pedantic efforts should be avoided. 
No restriction is placed upon the len<th of the composition. 
No composition which has been published shall be eligible for a prize, 


Compositions winnin¢ prizes to become the propertv of the Publishers of ETUDE 
MUSIC MAGAZINE and to be published in the usual sheet form. 


The Publishers of THE ETUDE reserve the right to withhold prizes if the standard 
set by the Judges is not reached. 


ETUDE MUSIC MAGAZINE, Phila., Pa. 


THEODORE PRESSER CO., PUBLISHERS 


-_ A COLLECT 
SPAULDING EASY ALBUM 4,CottecTIon oF szconp 
PRICE, 75 CENTS 


Many a child has been delighted with the melodious, easy, piano pieces by Geo. L. Spaulding 

‘and it is in response to popular demand twenty-two of his most popular second-grade pieces have 

been issued i in this album form. Teachers will be interested in seeing this album. Every elemen- 
piano student should have it. 


IEQDORE PRESSER CO. :: 1710-1712-1714 Chestnut Street :: PHILADELPHIA, PA. 


Please mention THE ETUDE when addressing our advertisers. 
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chools and Colleges 


SPECIAL SUMMER SCHOOL ANNOUNCEMENTS PAGES 279, 282, 283, 284, 285 and 286 


ESTABLISHED 1857 


PEABODY “oNseRvATORY 


BALTIMORE, MD. 
HAROLD RANDOLPH, Director 


ZECKWER-HAHN 
Philadelphia 


Musical Academy 
1617 Spruce Street 
Branches in 


COLLEGE 
CONSERVATORY 


i i 1 Noted for: Select patronage 

West Philadelphia Tioga Fee ereeeie soled 
Germantown Doylestown life; location foothills Blue 
< Ridge Mts. North of At- 

Directors: lanta. ‘Standard A. B. 


course; special advantages 
in music, oratory, art, 
domestic science, physical 
culture. 32 buildings, in- 
cluding sorority houses, new 
gymnasium, swimming 
pool. Catalog ae illus- 
trated book. 


BRENAU, Box T, Ga Ga. 


CAMILLE -ZECKWER Frep’k Hawn 
Cuar.tton Murpuy 


Pennsylvania’s Leading School 


of Music 
53rd Season. Classes in All Branches 
Preparatory Classes for Beginners 


MRS. W. M. SIKES 


(Formerly May Lipscomb, of litchmond, Va. ) 
Pupil of Emil Liebling 
Member American Guild of Organists 
CONCERT, PIANO, ORGAN, VOICE 
TEACHING, PIANO and VOICE 


and young daughters 
MISSES MARGARET and RUTH SIKES 


Atlanta Conservatory of Music 


THE FOREMOST SCHOOL OF FINE ARTS 
IN THE SOUTH 


Advantages Equal to Those Found Anywhere 
Students may enter at any time. Send for 
Catalog. Q@EO. F. LINDNER, Director 


Peachtree and Broad Streets, Atlanta, Georgia 


SIGHT READING 


MADE EASY FOR PIANISTS 


Pianists can become perfect sight readers by studying my course 
on ‘The Art of Sight Reading.'' Sight reading is not a ‘‘gift’’ and 
ig within the reach of all pianists—beyinners and advanced. It tells 
you of the difficulties of sight reading and how overcome~—method 
of reading and practice—faults made and how rectified—how to 
play accompaniments at sight—ete. 

Complete Course of 5 lessons by mail, $5.00 
Satisfaction Guaranteed or refund made. 


DANFORD HALL, 4817 Christiana Ave., Chicago, Ill. 


PERCY FULLINWIDER 
VIOLINIST 
Head of Violin Department 
LAWRENCE CONSERVATORY 
APPLETON, WIS. 

A MASTER TEACHER. 
Unusual opportunity for the se- 
rious student of violin. Write 
catalog and information. 


WATERMAN, Dean, 


BURROWES COURSE 
OF MUSIC STUDY 


Will put new life into your teaching. Develops 
character as well as Mus'c sense. Inspires 
teacher and pupil. 


KATHARINE BURROWES 
D. 246 Highland Avenue, H. P., Detroit, Michigan 


LAWRENCE CONSERVATORY 


A department of Lawrence College. Advanced courses in 
all branches of Music. Superior Public School Music Course: 
Excellent Normal Courses in Piano, Voice, Violin, Organ and 
Theory. Certificates, Diplomas and Degrees awarded. 
Dormitories. Free Catalog. 

Address 


CARL J. WATERMAN, Dean 


free 


CARL J. 


for i F 
Appleton, Wisconsin 


Minneapolis School of Music, 


ORATORY AND DRAMATIC ‘ART. 


WILLIAM H. PONTIUS CHARLES M. HOLT 
Director, Dept. of Music Director, Dramatic Art 


60-62 Eleventh St., So. MINNEAPOLIS, MINN. 


LARGEST SCHOOL OF ITS KIND IN THE WEST 
ALL BRANCHES OF MUSIC AND DRAMATIC ART 


60 Artist Teachers Year Book Free on Request 
OF IMPROVED MUSIC 


D UN N ING SYSTEM STUDY for BEGINNERS 


A Heart-to-Heart Talk with Teachers 


Are you satisfied with results in teaching beginners? Are you satis- 
fied to let another year pass without availing yourself of the opportunity 
to possess a Musical Training which, as thousands of teachers who have 
taken the Dunnine Course declare “Open to them a new world in 
music”? Can you AFFORD not to possess a systematized method of 
instruction which will increase 100 per cent the standard of efficiency 
among your old pupils and bring you a larger following of new ones? 


Crane Normal Institute of Music 


Training School for Supervisors of Music 
BOTH SEXES 
Voice culture, sight-singing, ear- training, harmony, 
form, music- -history, chorus-conducting, methods, 
practice-teaching. Graduates hold important posi- 
tions in colleges, city and normal achools, 


53 MAIN ST., POTSDAM, NEW YORK 


Progress the Demand of the Hour 


Legitimately to get the most, to be the most, to do the most in a 
given time, is characteristic of this living age in all lines of endeavor — 
Educational, Political and Social. Especially is this true in the study 
of music. Thousands of teachers of the “Divine Art” have found in the 
Dunninc System for Beginners, the very essence of success fora life 
work in the five weeks’ normal course as taught by the originator of this 
system and her assistants. 

This course makes you a Specialist—an Authority. Your success 

-as a teacher is assured with an income from $2,000 to $6,000 a year. 
Names of teachers will appear in this space next issue. 


Please mention THE ETUDE 


DANA’S M 


Address LYNN B. DANA, President 


The COSMOPOLITAN 
SCHOOL of MUSIC 
and DRAMATIC ART 


DR. CARVER WILLIAMS, President 


An eminent faculty of 60 artists offers to 
prospective students. courses of study 
based upon the highest standards of edu- 
cation, also courses in collegiate studies 
for students unable to attend university, 


For information, address Dept. E 
E. L. STEPHEN, Manager 
16th Floor Kimball Building, Chicago, II. 


Lake Forest School of Music 


MARTA MILINOWSKI, Dir. 


Courses in all branches of music. 
Special ‘‘Public School Music’ 
course fitting young women for posi- 
tions. Faculty of Soe standing 
and training. Desirable Dormitory 
Accommodations. 


Write Registrar for catalogue 


Lake Forest School of Music, Dept. 14, Lake Forest, Il), 


Private Teachers @ ==" 


for — Associate 

Faculty Mem- 
bership in the Western Conservatory may provide regular 
Conservatory advantages for their pupils at home. 


E. H. SCOTT, Kimball Hall, Chicago. 


EASTERN 


CARL. Violin instruction from rudiments 
to highest artistic perfection. Advanced 


AL B E RT = es prepared for concerts and recitals. 


Studio, 166 W. 97th’ Bt. ,N. ¥. City. Telephone 1620 Riverside 


BEECHWOOD 
BUTLER-REDFERN 


Improvisation, Keyboard Harmony, Violin, Paps: wee 
Kindergarten Olasses for Children, 245 West 54th St., N. Y. City. 


Conservatory Dept. Strong 
faculty of ten teachers. Jenk- 
intown, Pa., suburb of Phila. 


STUDIOS, 


a ones He 


Broad St. Conservatory of Muaic 
Gilhert Raynolds Combs, Director 
1827-81 8. Broad St. Philadelphia, Pa. 


SYSTEM. Tinproved Maueie Study for 
beginners, Normal Training Classes 
Carre Louise Dunning, 8 W. 40th, N.Y. 


RUSSELL’ S$ Practical instruction for 
vocal students in Piano and the Har- 
monic foundation. The Seymour School 
of Musical Re-Education, 57 W.48 St., 


Telephone Circle 2107. 
FD DY : ADDA C. Normal Teacher, Teacher’s Training 
peuay. Leschetizky Technic. Catalog free. 
Bellefontaine, Ohio 
Church,O-ncert and Operatic Repertoire. 
1172 So. Broad St., Philadelphia, Pa. 
New York City. 


Classes in Dunning System of Improved Music 
F A B R 17 | MUSIO SCHOOL. Voice, Piano, Harmony. 
GUICHARD. 


ARTHUR de—SINGING, 
[from Rudiments to 
Professional Excellence] 


MUSICOLOGIST, LECTURER, 72 Huntington Ave., Boston, Mass, 


Piano School 
Leschetizky Method 
Potsdam, N. Y 


HAWTHORNE 
KRIENS “"*** compo olin 


8tudio: Carnegie Hall 
Suite 303, New York City 


Mrs. M. R. Plano Instruction 
M OU LTON 8tudio—Sternberg School 
10 8. 18th St. Philadelphia 


School of Music and Arta 
Ralfe Leech Sterner, Director 
160 Riverside Drive, oor. 87th St. 


NEW YOR 
RIESBER 


Arts, 


F.W. Piano Instruction based on 
his personal instruction by Reincke, 
ea aces & Liszt Head Piano 

School ot eae and 
ar AnD Rava, Tel, en Murray Hill, N. ¥ 


when addressing our advertisers. 


USICAL INSTITUTE 


WARREN, OHIO 


THE SCHOQL OF DAILY INSTRUCTION IN ALL 
BRANCHES OF MUSIC 


KNOX 


Desk E, WARREN, OHIO 


Val paraiso University 
School of Music 


(Accredited) 


VALPARAISO, INDIANA 


The University School of Music offers courses in | 
Piano, Voice, Violin, Organ, Theory and Public 
School Musi¢. Students may attend the Music 
School and also take the regular work at the 
University. 


THE EXPENSES ARE THE LOWEST 

Tuition $50.00 per quarter of twelve weeks. 
Board with Furnished Room, $54.00 to $90.00 per 
quarter. Catalogue will be mailed free. Address 
Valparaiso University,—Dept. 24, Valparaiso, Ind. 
STUDENTS MAY ENTER AT ANY TIME 


Heidelberg Conservatory of Music | 

A STANDARD CONSE ere L 
Confers B. Mus. Grants Teachers’ Certificates - 

Piano, Voice, Violin, Organ, Theory | 
Thorough Teachers Rates bare imag 

For Free Catalogue, address 

ape ie CHARLES E. MILLER 

Tiffin, Ohio 


Box 2 


ity 
* 
' 
F 


Oldest and most practical system 


The Courtright 
A great opportunity for teachers ; 


System of Musical to specialize in this unlimited | 
field, Write for particulars of | 


Kindergarten correspondence course. 
Mrs. Lilliah Courtright Card,.116 Edna Ave., Bridgeport, Conn. 


EDWARD, Instruction in the Art and 


ROYCE ence of Piano Pla: . _ Most approved 3 
modern principles. . ¥. School of Mui 
and Arts, 17 E. 8th St.,Tel. 4804 Stoyvesanl 
HARRY oon 430 W. 119 8t., N.¥ 
THO R PE Teacher of Singing. Complete Comer 
of voice thru fants understanding ot 
Nature’s Vocal i 
| 
OONSERVATORY OF MUSIO |) 
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Home-Made Music Necessary 
Tue scrivener sat in his stall by the highway. A youth 
came to him and said, “Prithee, sir, I would that you should 
write me a love letter to my lady. Here is tuppence for 
your skill.” 
“What would you say?” quoth the man of letters. 
“Tell her that I love her more than anything,” answered 


the gallant. The scrivener took his quill and wrote: 


Fairest Lady: E’en as the sun shines on all the 
firmament, een as fair Luna embraces all the world at 
eve, so would I bring my love to you. Adonis never 
knew the thrill with which I send this greeting. May 
your every hour be blessed with rapture until we 
meet again. 
Joyfully the swain took his letter and went his way, won- 
dering at the skill of the learned 


-man who could write it so that his 


7. 


sweetheart could easily employ 
someone to read it to her. 

Now, we may buy our music 
ready-made or make it ourselves. 
There is a very great joy in Sisten- 
ing to music made by others. What 
with the art of Paderewski, Hof- 
mann, Galli-Curci, Grainger, Godow- 
sky, Bauer, Kreisler, Ganz, Werren- 
rath, Farrar, Huberman, Tiffany, 
Gogorza, Strauss, Chase, Zimbalist, 
Elman, Oscar Seagle, Julia Culp, 
Stokowski, Sousa, Ruffo and count- 
less others who have recorded their 
interpretations for various kinds of 
sound-reproducing machines, it is 
now possible for people of very mod- 
erate incomes to bring to their grams. 
homes the finest kind of music as 
performed by masters of the art. 
Every musical home ought to pos- 
sess the advantage of owning these 
recordings. From the beginning of 
the artistic development of music- 
recording apparatus, THe Ervupe 
has enthusiastically exploited its 
possibilities. We are more than ever 
convinced that these instruments 
have enormously increased the gen- 
eral interest in music and have been a factor in inducing thou- 
sands to learn to play and sing. 

At the same time, the misically inclined person should know 
that the higher enjoyment of his records, and of music as a 
whole, cannot be obtained in any other way than through the 


ica’s Favorite Hymn. 


diligent study of music, whether this is done as an amateur or 


otherwise. We have passed the day of the scrivener, when we 
had to employ someone to read to us or to write for us. The 
ability to read and to write enhances our love for the drama a 
thousandfold. In just such manner does a knowledge of music— 


_- that is, the ability to play or to sing with proficiency and with 


familiarity with the foundations of the art—increase one’s 
enjoyment of music in every form. If you want to get the best 
fun out of music, learn music. Anyone who has gone through 
the experience will tell you why. Let’s have more and more 
home-made music. Music is the inspiration of every whole- 
some home group the world over. 


i 


America’s Favorite Hymn 


ABIDE WITH ME 


Arranged as a Solo our schools (including character 


(In the Music Section of this Issue) 


As Sung by 
Mme. Amelita Galli-Curci 


This beautiful arrangement was made by MR. 
“HOMER SAMUELS for his wife, Mme. Amelita 
Galli-Curct, in response to countless requests to 
include this famous hymn in their concert pro- 
The arrangement appears for the first 
tume in print in this issue of THR ETUDE 
MUSIC MAGAZINE. 
admirable for both concert and church use.. THE 
ETUDE hymn census published elsewhere in this way, the responsibility of the 
issue indicates “ABIDE WITH ME” as Amer- 


Rewarding the Real Leaders 

Because our general field is education, and because this 
injustice affects teachers of music as well as other pedagogues, 
we feel that the discussion deserves space in Tur Erupn. 

Every sensible person admits that the safety, prosperity 
and happiness of a State depends upon the character, brains 
and industry of its citizens. The makers of citizens from the 
raw material of infancy are the teachers, the educators. This is 
becoming more and more true every year. Recent school admin- 
istration methods have gloriously absorbed music as a necessary 
part of the educational scheme. 

Admitting the position of the teacher to be the most 
important among all public servants, it seems absurd to read in 
the Analysis of the Interchurch World Movement on the Great 
Steel Strike that the average wage for teachers throughout the 
country is at a rate of just about 
one-half that paid the what are 
classed as common laborers in. the 
steel industry. The shame of it! 
Oh, the shame of it! 

The remedy for strikes and all 
social troubles lies in education in 


building with the inspiring back- 
ground of music). This education 
is now in the hands of men and 
women who are the logical strike- 
breakers for strikes of the future. 
With the right understanding, with 
harmony and justice there can be 
no strikes. Labor and capital both 
should clamor to see that the wage 
of teachers is raised so that the pro- 
fession will command the very best 
citizens, and that they shall be paid 
liberally for their services. Enter- 
prise, initiative, trained industry, 
ethical ideas, patriotism, art, prog- 
ress, are all now, in a very splendid 


The arrangement is 


teacher. 

Millions of dollars are lost every 
year in strikes and social eruptions. 
Why? Because we are forgetting 
that the leaders of the people are 
the educators in the home, school and 
pulpit. Pauperize the real leaders and the only result is the 
rule of the mob. Let us pay our leaders handsomely ! 

We would feel that we were neglecting one of the greatest 
privileges and duties of our publication if we did not now and 
then claim our share in helping to mould public opinion to 
a higher appreciation of the teacher’s worth. Won’t you 
join with us in emphasizing this stand by persuading as many 
of your friends as possible to spread the ideal? 

Public opinion, moulded by just such cultured, idealistic 
people as those who read Tue Ervpe, will help immensely. 
Your personal effort in urging this among your own friends 
will help immensely. The main thing is to keep on urging it 
every day. fe: 

The teacher—whether mother, priest or schoolmaster—is 
the real maker of history; rulers, statesmen and soldiers do but 
work out the possibilities of co-operation or conflict the teacher 
creates.—H. G. Wells. 
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Music and Telepathy 


We have never talked with a psychological expert who was 
willing to admit that what is known as telepathy, or the trans- 
mission of unspoken thought from individual to individual at a 
distance without some such physical means as the telephone oz 
the radio, is demonstrable. All these experts have insisted that 
such reported instances of telepathy as one constantly hears are 
merely coincidences. Gabriel Bernhard, in the Paris Le Cour- 
rier Musical, however, takes a very different viewpoint. 

After reciting the attitude of Richet, Heuze, Branly, Tuf- 
fier, Janet and other French metaphysical savants and members 
of the Academy of Sciences, he points out that some of these 
scientists are of the mind that telepathy is identical with some 
physical phenomenon not dissimilar to electricity as employed 
in wireless telegraphy. As far as we are concerned, this is 
purely conjecture, as we do not know or believe that it has been 
demonstrated creditably through physical instruments. 

Everyone hears of “hunches” or ‘“‘premonitions,” and some 
of us have had startling examples in our own experience; but, 
until we can work out occult wireless when we want to work it, 
we must put all these things down to coincidence. 

The writer in Le Courrier Musical, however, insists that 
there is in music a wonderful field for telepathic experimenta- 
tion. He tells us that there is an unquestioned telepathic bond 
between the conductor and his orchestra. He suggests that 
the experiment of having the conductor lead in the dark at times 
will demonstrate it. We have heard the Sousa Band play 
through an entire number in its program when the electric 
lights went out and the great bandmaster was invisible. The 
effect was excellent. But was this not due to years of previous 
training? On the other hand, the Sutro Sisters, in their won- 
derful two-piano playing, sit back-to-back and revel in compli- 
cated rhythms, crescendos and nuances which would seem to 
indicate something like telepathy. The subject is an interesting 
one, but one of which we know so little that we shall not attempt 
to give the impression of anything like sophistication. 


Art to be beautiful must have form. Sir Charles Villiers 
Stanford says: “Tt is a law of nature that no art can be form- 
less without being also monstrous. What is true of nature will 
always be true of its idealization.” 


Then and Now 


Ir you want to realize how the musician’s place in the social 
scheme has arisen, just read this part of a letter which Mozart 
wrote to the archbishop, asking his ruler to kindly fire hir- so 
that he could earn a living. 

<< %* = * * Tam bound before God in my conscience, with 
all my power to be grateful to my father—who has unweariedly 
devoted all his time to my education—to lighten for him the 
burden and now for myself, and afterwards for my sister, for 
I should be sorry that she had spent so many hours at the 
harpsichord without making a profitable use of them. With 
your Grace’s leave, therefore, I most humbly pray your Grace 
to dismiss me from your service, for I am anxious to take 
advantage of the approaching months. Your Grace will not 
take unfavorably this most humble prayer, since three years 
ago your Grace, when I begged permission to travel to Vienna, 
was graciously pleased to declare that I had nothing else to 
hope for, and should do better to seek my fortune elsewhere. - I 
thank your Grace in deepest humility for all great favors 
received; and with the flattering hope of being able to serve 
your Grace in my manhood with more approval, I commend 
myself to your Grace’s continued favor and goodness.” 

After all this palaver the archbishop graciously consented 
to discharge the greatest musician of his age. How different 
would be the fate of Mozart now. Managers would be fighting 
to make contracts with the boy who was virtually obliged to 
go upon a kind of begging tour in order to get a start. He 
would receive offers of thousands of dollars instead of a few 
pennies or shillings. He would ride in luxurious Pullman cars, 
instead of bumping diligences, he would live in hotels far more 
palatial than anything that ever entered the archbishop’s 
imagination. 


From Trovatore to Boris 


Wuewn one hears a performance of Moussorgsky’s ‘Boris 
Godounoff,” it seems so many miles away from the ‘Trovatore”’ 
of Verdi that it is difficult to realize that Moussorgsky in his 
youth was described by one of his friends as a kind of military 
fop with “well-fitting uniform, all spick and span, his feet small 
and shapely, his hair carefully brushed and pomaded, his hands 
well cared for like the hands of an aristocrat. His manners 
were exceedingly refined; he spoke mincingly and he was lavish 
with his French phrases. He had a slight touch of conceit, but 
not too much; his education and good breeding remained con- 
spicuous; the ladies were charmed with him. He would sit at 
the piano and with elegant gestures play portions of T'rovatore 
or Traviata, around him the company exclaiming in chorus: 
‘Charming’—“‘Delicious.’ ” 

Was it a case of atavism which carried Moussorgsky from 
the artificial glamor of the Muscovite court society to the dis- 
sipation which aecompanied his later years and the manifesta- 
tion of the peasant atmosphere in his naturalistic music? 

The picture we know best of Moussorgsky was painted 
shortly before his death (by Repin), when Moussorgsky had 
been through the agonies of great poverty, which he. had 
attempted to drown in vodka. The smooth, polished parlor 
pianist, strumming away at arrangements of Verdi operas had 
completely vanished. Instead was a realistic genius, an icono- 
clast, whose idea of setting words to music was that of following 
the natural mflections of language. It was an enormous leap 
from the trite and inconsequential Rondos of Herz, which 
Moussorgsky played as a young man, to the huge musical can- 
vases of the Master’s 


music step by step, guided only by his feelings.” 
Less Difficulty 


Francesco Bercer, London pedagogue and writer, whose 
contributions to Tur Ervupe always bring an atmosphere of 
youth and sprightliness to our pages which never betrays his 
eighty-seven years, makes a plea in the London Musical Record 
for “‘less difficulty” in pianoforte pieces. After all, difficulty 
has very little to do with sheer beauty. T'rawmerei is just as 
complete and just as beautiful, in its way, as the Carnaval. 
Berger says: “I am not advocating the total abolition of all 
difficulty, or a return to the simplicity of Haydn and Diabelli. 
But surely there is an immense gap between music of Grade A 
and that of Grade Z. Pieces which completely absorb the atten- 
tion of the average player by their demand on his technie leave 
him little freedom to attend to other matters. He is treading 
the tread-mill of toil, instead of strolling happily through the 
scented groves of musical imagination. 

“The question of difficulty resolves itself into this: What 
is the ultimate object of allmusic? Is it to astonish, to bewilder, 
to make our hair stand on end? If so, the performance of it 
ranks on the same low level as that of the acrobat who walks 
across the stage on his hands, with his head protruding between 
his legs, masticating glass bottles. But if music is intended 
to serve a higher mission, and that mission be to supply lofty 
intellectual enjoyment and to evoke thoughts, sentiments and 
emotions which even the choicest language is inadequate to 
evoke, then the piling of Pelion on Ossa which we encounter in 
some pieces misses its object completely; converts a pleasure- 
giving pursuit into one of competitive personal effort ; dazzles 
Phe eye of the hearer, instead of moving his heart.” 

It seems to us that Mr. Berger hee exposed the kernel of 
much bad piano playing. It is human to want to make a show 
of acquired prowess. Thus, the average player elects to perform 
a piece that is technically just a little beyond him instead of one 
well within his grasp. Far better to make music than to make 
an exhibition of musical tight-rope-walking that makes the 
hearer apprehensive rather ee delighted. 


“Tf I had a dozen cars instead of two I could not begin to 
do justice to the musical events commanding serious attention 
im New York City in one day.” Thus comments a noted metro- 
politan newspaper critic. 


later years of which Debussy said, “It s 
resembles the art of the enquiring primitive whe who discovers- 


ee 
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Regarded by most of his contemporaries 


[EpiTor’s Note: 
as the greatest composer for the piano since the time of 
Chopin and Liszt. (with the possible exception of Edvard 
Grieg), Mr. Rachmaninoff has now 2 paid some four years of 

L 


his artistic career in Amertea, playing in music centers in 
all parts of the country and meeting hosts of American 
musicians. This has naturally given him a fine purview of 
our artistic advance and our artistic needs. Rachmaninoff 
(sometimes spelled Rachmaninov) was born at Onega, Proy- 
ince of Novgorod, Russia, April 2, 1878. From 1882 to 
1885 he was a pupil of Demyansky in the Petrograd Con- 


servatory., From 1889 to 1891 he studied in Moscow at the — 


Is the Art of Playing the Piano Advancing ? 

“Tue art of playing the piano has not only not reached 
its limits, but it is very questionable whether the standards 
of attainment at the keyboard are anything like as high 
to-day as they were in the days of Anton Rubinstein. To 
my mind these performances transcended all who have 
appeared since their time. Indeed, I might be so extrava- 


gant as to assert that Anton Rubinstein played twice as 


_well as any who are playing to-day. Rubinstein was a 


' pianistic marvel born to master the instrument, to glorify 


it, to devour it, as it were. Rubinstein had something 
more than technic. He embraced all the qualities that a 
_master of the keyboard should have. Notwithstanding the 
difficulty of Chopin and Liszt compositions, they are all 
pianistic. There are two kinds of difficulties: Difficulties 
which exist because the composer does not recognize the 
‘nature of the piano and makes his works uncomfgrtable 
for the performer, with no gain whatever in pianistic 
effect, and the difficulties which are pianistic, that is, 
always playable, always in the genre of the instrument. 
“Of course all composers have their admirers, their 
followers. Often the admirers are such because of their 
personal inclinations. They are ignorant of what consti- 
tutes real beauty in piano composition and piano playing. 
They learn that it is fashionable to admire certain phases 
of what is termed futurism. They like the pose of being 
“modern,” “up-to-date,” and they affect to like the works 
that no human being with a rational mind could possibly 
enjoy. Sucha public rarely thinks for itself; it is much 
“more comfortable for them to accept a. fashion which 
others applaud, even if that fashion is altogether hideous. 
Human nature is odd in this respect. Time, however, 
decides between the permanent and the artificial and 
inevitably preserves the good, the true and the beautiful. 


The Lure of the Piano 

“The piano is the most obvious instrument and for that 
reason will always be the one which has the greatest 
appeal to the amateur. It is the door to musical litera- 
ture, because of its command of bass, treble and the other 
inner voices. It is simply indispensable in music because 
of this. It is not nearly so difficult as the violin, because 
the tones are already made at the keyboard and the player 
does not have to go through the experience of finding 
them as on a violin. 

“Tt is true that the piano does not develop the sense 


_ of hearing as does an instrument on which the student 


is expected to make his own tones; but for the most 
part itis decidedly the best instrument for the beginner. 


~ Musical talents come into the world with marked in- 


clinations toward certain instruments. If a great genius 
js discovered with inclinations toward the violin, this 
should be encouraged. 

“The training of the ear may probably be best devel- 
oped through singing. In Russia, in the Government 
schools, this is one of the compulsory studies. The pupil 
must go through his classes in solfeggio, and it is not 
regarded as a matter of secondary interest. He is not 
taught solfeggio with the idea of making him a singer, 
but with the thought that unless he learns to hear his 

music, and understands the intervals, his playing and 
singing can never be more than merely mechanical. The 
singing improves the rhythm. 

“The advantage of the Government school is that, 
unless the*student manifests real talent, he is not per- 
mitted to continue. He may go to a private school if he 

chooses, but the State did not undertake to give him a 
“musical training unless it was convinced that music was 
the career for which he was best fitted. In America, 
practically all the schools are private. The pupil is re- 
garded as a business asset to be retained and taught as 
long as a modicum of talent warrants his continuance. 


ee __ Don’t Be Afraid of Technic : 
; “One hears a great deal about the danger of too much 
in America, which seems absurd. To my mind 
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New Lights on the Art of the Piano 


An Interview with the Master Composer and Pianist 


SERGEI RACHMANINOFF 


Secured Expressly for Tue Erupe 


Conservatorium, with his cousin, Alexander Siloti, the 
noted pianist and conductor, and at the same time took up 
his studies in composition with Taneievy and Arensky. There 
he won the gold medal, In 1899 the London Philharmonic 
engaged him to appear as composer, pianist and conductor. 
After some years spent in conducting, playing and teaching, 
he settled in Dresden, devoting most of his time to composi- 
tion and tours as a pianist. In 1909 he made a tour of 
America. At that time a highly interesting interview upon 
piano playing appeared in THr Erupe. He is now regarded 
as the foremost of living Russian composers. His composi- 
tions are modern, but untainted with futurism and sensa- 


SERGEI RACHMANINOFF 


the first thing a pupil should seek is to acquire as much 
technic as he can possibly comprehend. This is the rea- 
son why it is necessary to begin at a very early age. A 
technic must be built, just as a house must. be built. It 
takes years to do this. There are no real short cuts. The 
muscles grow in power and dexterity, through a course 
of years of daily hard work. When one begins late in 
life, it is possible, of course, to learn to play, often in a 
very gratifying manner; but it is very rare that it is 
possible to acquire a huge technic which is really a mix- 
ture of hard practice and years. I know of no pianist 
who began late in life to study the instrument who ever 
acquired a great technic. Show me ant exception. Make 
your start at six or seven, not nineteen or twenty, if you 
hope to get the technic which every public artist must 
possess. This should not discourage those who, starting 
later in life, hope to play the instrument well. They may 
play it well, but they will never have the virtuoso technic 
which the public of to-day demands. Strangely enough, 
however, if the hand and mind are trained in youth, it is 
possible after a lapse of years, to start to build again and 
produce very unusual results. The technic acquired in 
youth seems to remain as a kind of musical capital. 

“Personally, I am a great believer in scales and arpeg- 
gios. What is there to excel them? When you can play 
them well you can begin to study with the proper techni- 
cal background. 

“Two hours daily is none too much to devote to technic 
until the hands and muscles receive that drilling and exer- 
cise which they must have for the great tasks of perform- 
ing the masterpieces of the art. In Russia it is the aim 
of the best schooled teachers to accomplish as much of 
this as is compatible with the health of the child, as early 
as possible. In fact, by the time the student reaches the 
first to the sixth classes he is through with most of it. 
When he reaches his sixth class, he is confronted with 
an examination before he is permitted to pass to the next 
grade. This technical examination has largely to do with 
scales, arpeggios and exercises. If he cannot pass this he 
stops there until he can. That is how much Russia thinks 
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tionalism. His works are rich in invention, imagination 


and technical skill. They are characterized with the power, 
brilliance and lofty idealism that one would expect from 
this scion of a noble Russian family. He has written three 
one-act operas, several symphonic works for large orchestra 
and chorus, inspiring songs, masterly concertos, and many 
notable shorter works for the piano. In 1919 Tan Erups 
published a Rachmaninoff number (October) presenting 
information about this master and his works, otherwise 
unobtainable in the English language. The following inter- 
view is one of the most significant we have had the honor 
to publish.] 


of technic, and: we have had the reputation of producing 
some astonishing technicians. 


A Determinative Examination 


“The examination given is of a nature that may interest 
some American students and teachers. At least the fol- 
lowing outline will show in part, how thorough it is. The 
pupil by this time is supposed to know his scales and his 
arpeggios, as well as the average child knows the multi- 
plication tables. In other words his knowledge and skill 
are expected to be ready at once. He is not supposed to 
hesitate to gather his wits. When the direction is given 
by the examiner he is expected to play the scale, or ar- 
peggio immediately as directed. 

“The student on coming into the examination room is 
told that he will be examined upon the scales and arpeg- 
gios centered, as it were, upon a given note, “A” for 
example. He does not know in.advance what note he will 
be examined upon. First come the scales. The metro- 
nome is set and the pupil is directed to play eight notes 
to a beat, or any given uumber, in any rhythm the exam- 
iner determines upon. First, he would possibly be asked 
to play the scale of A major, then that of A minor, in 
the different forms. Then he might be asked to play the 
scale of G major, starting with A, then C major, then F 
major, then D major, then B flat, then E major; in fact 
any major or minor scale containing A. The examiner 
notes at once whether the student has the fingering of the 
scales at his finger tips, whether he employs the right 
fingers for each scale. It is comparatively simple to play 
the scales in a given key from octave to octave; but, 
when you think of it, they rarely appear in such form 
in actual compositions. Rather does one find a snatch of 
a scale here and there. Unless the student knows how 
to finger these snatches of scales with the approved 
fingering, his scale study is at fault. The main value of 
scale study is to acquaint the hand and the brain with the 
most adequate fingering so that when the playing emer- 
gency comes in a piece the hand will naturally spring to 
the right fingering. 

“A similar process is encountered in playing the arpeg- 
gios. A certain note is taken for examination purposes, 
let us say A again. The student is requested to play the 
arpeggio of the major triad on A, then the minor triad, 
and then the triad of which the note A is the major third 
(in this instance the triad would be that of F and the 
arpeggio would be played in the first inversion or 6 posi- 
tion. Next he might give the same triad with an aug- 
mented 5th, that is the triad F, A, C#, but always start- 
ing the arpeggio with the letter A and with the correct 
fingering. He would next be asked for the 6/4 chord 
on A, that is the chord of which A is the fifth. This 
would be the chord D, F#, A; but the student plays it 
in the position of A D F#. Then would come the minor 
of the same chord A D F. The following list of chords, 
followed by the fingering of a few notes of the arpeggio 
shows what is intended. 
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“When the pupil is directed to play the six-five chord 
on A, his mind immediately reverts to the scales and 
arpeggios of the key of B flat, and the fingering for that 
key. It is by no means enough merely to be able to play 
a scale starting or ending with the key note. The pupil 
must know instantly what finger must go upon a pre- 
scribed note in the given scale. Thus A would have the 
following fingers in the scales as indicated: 

Scale of G—A has second finger in right hand. 

Scale of A—A has thumb in right hand. 

Scale of B flat—A has third finger in right hand. 

Scale of C—A has third finger in right hand. 

Scale of D—A has second finger in right hand, 

Scale of F—A has third finger in right hand. 

Scale of C—A has third finger in right hand. 

* “To be able to start on a given note in any key, with 
‘the right finger and without hesitation, indicates that the 
student really knows the scales thoroughly and is not 
guessing at them. To do this he must know all the scales 
and must have thought about them as well as practiced 
them digitally at the keyboard. 


Liberating the Student from Technical Restrictions 

“Every Russian student in the earlier grades knows that 
to proceed he must master this. It stands as a barrier 
in his way until he surmounts it. It is only one of the 
phases of technical drill for which the conservatories of 
Russia were famous. Rapid later progress in the art of 
playing the piano is in a large measure due to the fact 
that one is not encumbered with the need for developing 
a technic which should have been mastered in youth. 

“But, you say, that is an examination in harmony as 
well as keyboard technic. Unquestionably, since both 
hang together. In learning the scales and arpeggios, one 
absorbs a ready knowledge of keys and chords which can 
hardly ever be gotten by paper examinations alone. The 
mind is trained to instantaneous thinking. What is the 
result? When a pupil takes up a composition of Bee- 
thoven, Schumann or Chopin, he does not have to waste 
hours studying special fingerings. He knows them almost 
intuitively and can give his attention to the more artistic 
phases of his work.” 


A Second Section of this Article will 
appear in THE ETUDE for next month. 
THE ETUDE has already secured confer- 
ences with a number of famous pianists, 
among whom may be noted Mr. Ernest 
Hutcheson, Mme. Guiomar Novaes and 
Mr. Frederick Lamond, all of whom have 
created new and sensational interest in 
their performances this year. 


- tinued attention must be devoted to scales, 


Practical Practice - 


By W. O. Forsyth 


TatenT is largely a desire and capacity for hard work. 
Worthy results are obtained only by quality put into 
practice, and not by the number of hours at the keyboard. 

As in everything else, quality in practice counts, for 
the mechanism of the hand must be made supple, strong, 
easy-running, and obedient to the slightest wish of the 
player. 

In order to develop such a necessary condition, con- 
arpeggio play- 
ing, and to technical materials, The thumb action must 
become practically automatic, because the hand should 
not shift from one position to another until the thumb 
is actually over its key. It then acts as a pivot on 
which the hand may turn. 

Octave study of every possible kind, solid and broken 
chords and double intervals should receive daily attention 
by the advanced player. Thus the running mechanism 
of his equipment is constantly being adjusted and 
improved, 

In taking up a piece for study, it is well to look over 
the music without playing it, in order to form an idea 


of its contents and of its music-l and technical features, . 


After this survey the opening measures may be care- 
fully played, each hand alone. Always study without the 
pedal at first, in order to prevent “bleary” effects; and 
strive for a clear, beautiful tone. The importance of 
this analytical study can scarcely be over-emphasized, 
As soon as the difficulties in the separate hands have 
been overcome, the parts should be played together, 
always returning to separate study when uncertainty and 
unclearness are noticed. At this stage, too, attention 
should be directed to’the construction of the phrases, etc., 
with a view to memorizing, If this is done, by the time 
the piece can be played with the hands together, in a 
clean, clear and rhythmically correct manner, the music 
will have “stuck in” and the piece be memorized. 


Memorizing should begin at the beginning, phrase by 
phrase, not measure by measure, so that the player can 
appreciate the relationship of the different parts to the 
whole. Apply the same common sense to the memo- 
rizing of music as with prose or verse, one thought at a 
time, and then uniting them. 

In putting together a composition so studied, attention 
should be directed to any mistakes or flaws occurring in 
different passages. Work at these separately, until they 
go with absolute smoothness and reliability. This often 
requires a minute examination as to_what causes the 
technical imperfection. Sometimes the failure to get 
even one or two notes with a comfortable fingering will 
spoil the effect of an entire passage. Having found the 
cause of the technical weakness, stop not till it is cor- 
rected. If this is not done, sooner or later disaster will 
ensue when undertaking the piece before hearers, 

A systematic fingering should be religiously followed. 
The fingers then become accustomed to a certain order 
and automatically go to their proper places without much 
mental stimulus to guide them. 

Technic must be made as perfect as possible, in . order 
that the artistic wishes of the composer and pianist may 
be carried out. If the technical features of the compo- 
sition be not mastered, it never can be played smoothly 
and beautifully. Aim at technical assurance and per- 
fection; then the “finishing touches” can be added. One 
is now free to add the shading, the climaxes, to give 
attention to the use of the pedals, to consider where to 
accelerate or slow down, in order to create the right 
emotional abandon, repose or brilliance. This is the 
most fascinating work of all, and is where the refinement 
and artistic taste of the performer most shows itself, 
The most subtle emotions, the most moving passions, may 
now be interpreted, because one has freedina from the 
thraldom of technic. 


A Teacher in Feathers ~~ 


By Herbert G. Patton - 


Axout four o’clock one summer morning, I was lying 
half awake, when I was attracted by the singing of a 
robin, Being a lover of birds and an humble student of 
ornithology, I began to listen more intently and discovered 
that two were busy at one song. Soon I was astonished 
to discover one bird was giving the younger a music 
lesson, 

My interest became so intense that I arose and, going 
to the open window I crouched low, and peeped over the 
window sill, There was the older robin on a neighbor’s 
chimney, but the young one was given the liberty of 
perching in the branches of a tree that almost overhung 
the chimney and the study of the song continued. 

Being a teacher of music, I was glad to be per- 
mitted to enter the class of this teacher in feathers; 
not even finding it obligatory to don a suit or comb my 
disheveled auburn locks. The teacher would sing a few 
notes of quite a lengthy carol, the young bird promptly 
attempting to imitate it. 
be a success, and again almost foreign to the example set. 
Did this feathered tutor stop to chide and find fault? 
Not at all. The pupil was given some liberty and after 
several repetitions began to improve and to grasp the 


Sometimes the effort would 


entire song. 
morning and I feel sure a percentage of fenders can 
share in the benefit derived. 

I remember visiting a dear aunt in one of the great 
cities. Her daughter and a niece were taking piano 
lessons of a stern master of music. 
played by both of them several hours a day. Both, in 
addition to finger drills and technical studies, were 
working on a short and beautiful classical melody. No 
other tune was permitted and so exacting was their 
teacher. that they seemed never to suit his require- 
ments, This visit was a number of years ago, but 
whenever I hear that melody, written by one of the 
greatest composers, a feeling of revulsion comes over 
me. They had played it to death and no wonder neither 
of the young ladies took much pleasure in their lessons 
or followed them long enough to gain any considerable 
proficiency. 

At another time I stayed with’a family who also 
boarded an excellent singer, who taught. She would 
hardly permit a pupil to sing a half dozen notes till she 
would begin to scold and find fault. 


“Anthems to Kill Time” 


By Eugene F, Marks 


Directors of church music, especially for the more 
liberal denominations, should use a keen eye in selecting 
their programs of music. _ 

Observation of common practices only emphasize this. 
Exclusive of responses (which in most cases are portions 
of hymns) most of these churches use two anthems. 
This gives. the director an opportunity for interesting 
contrasts, They may alternate, grave with gay, fast 
with slow, or one introducing a solo with one entirely 
choral. But how often directors overlook this oppor- 
tunity. 

Then, how seldom are anthems made to harmonize 
with the prevailing thought of the day as delivered by 
the minister. They seem, so often, to be just tossed into 
the service to kill time. 

When the minister gives the director no notice as 
to his subject for the day, and the selection of the an- 
thems devolves entirely upon his discretion, he should 
by all means endeavor to make a contrast between them, 
The first (being more distant from the sermon) should 


. be of a brilliant style to stir the emotions; and the 


second (nearer the discourse) should be subdued and 
quiet in spirit, leading towards reverence and calm 
thinking. Above all, how appropriate and beautiful is 
a service in which the minister and director have worked 
out harmoniously together, each aiding the other, to 
illuminate a particular idea. ; 


Certainly, to use as a response a verse of a hymn 


which is fo be sung entire later in the service, shows an 
inexcusable lack of forethought. This easily could be 
obviated by using other material, especially when there 
are so many excellent “Sentences” published for this 
purpose. These are often just a degree higher than 
hymns and, consequently are educational to the average 
congregation. 

A director should ever view himself as a teacher or 
missionary in the cause of better music. He should 


guide himself accordingly, ever striving to lead his lis- 


teners to a higher plane than normalcy. 


I gained a lesson that beautiful summer — 


The piano was - 


P2e BrUDE 


_ The results were received in the following order: 


Meeeevit Mes sss. sss... 7301 
Nearer, My God, to Thee.............-.5490 
emiediys Light: .............. Sent LOl 
Rock of Ages...... eee 3432 
Jesus, Lover of My ae ae 2709 

Joly, Holy, Holy, Lord God mn . 1444 
Just as I am, Without One Plea.. 875 
Jesus, Saviour, Pilot Me........... Pet ee SOT 
My Faith Looks up to Thee Sear te Eebrin oO 
? 1 Hail the Power of Jesus’ Name...... 220 


Some months ago Tue Ervupe printed an Editorial 
_based upon a hymn census taken a few years ago by 
Dr. W. H. McMaster, pastor of Embury Methodist 
Episcopal Church of Brooklyn, who now is President 
of Mount Union College, Ohio. From this census 
ac of the favorite hymns of that congregation the ten 
on ‘ost liked hymns were selected and ‘were reprinted in 
Tue Erupe for February, 1922. These hymns were 1— 
Abide With Me, 2—We May Not Climb the Heavenly 
Steeps, 3—When I Survey the Wondrous Cross, 4—Rock 
of Ages, Cleft for Me, 5—Nearer my God to Thee, 6— 
Faith of Our Fathers, 7—In the Hour of, Trial, 8— 
Jesus, Lover of My Soul, 9—O Love That Will Not Let 
Me Go, 10—Jesus Calls us O’er the Tumult. 

_ The response to this editorial was enormous. Over 
32,000 titles were received. After this manifestation 
of interest Tur Erupr invited noted men and women 
in all parts of the country to give their favorite hymns 
so that many different callings could be represented. 
All creeds, all sections, all kinds of people are repre- 
Beented in this large census, in a manner which must 
be of great value to congregations electing to hold 
Hymn Services. In addition to the list and the com- 
ments from noted Americans there will also be found 
“The Romance of Hymns and Tunes” prepared by Mr. 
Edward Ellsworth Hipsher. 

Above is the list of hymns, with the ten favorites 
leading. The numbers after the hymns indicate the 
number of votes received in the 32,000 submitted. In 
nearly every list four hymns appeared: Abide with Me, 
Nearer, My God, to Thee; Rock of Ages; and Lead, 
Kindly Light. — 


DR. CHARLES W. ELIOT. 
(President Emeritus, Harvard College 

I am much obliged to you for sending me the record 
of your inquiry into the favorite hymns of the readers 
of Tue Erupr. The three hymns in which your 
‘readers show the greatest interest have been very dear 
to me every since they first appeared; but my favorite 
hymns do not appear in your, record at all. These are 
“It Came Upon the Midnight Clear,” and “Calm on the 
peeing, Ear of .Night” by an obscure poet named 

¢dmund Hamilton Sears, “Hark, the Glad Sound! the 
Saviour Comes” by Philip Doddridge, “Joy to the 
World! the Lord is Come” by Isaac Watts, and “Lord of 
all Being, Throned Afar” by Oliver Wendell Holmes. 
“ These five hymns do not appear at all in your record. I 
am surprised by the small vote received by “Onward, 
Christian Soldiers,” and also the fact that “The Son of 
God Goes Forth to War, a Kingly Crown to Gain” does 
Not appear at all. I have heretofore thought that these 
two hymns were great favorites in Evangelical Protes- 
tant denominations. 
_ iam not sure that I have any one favorite hymn; but 
I am inclined to think that it is Addison’s “The Spacious 
Firmament on High,” which I learnt at my father’s 
suggestion when I was a little boy. 


Hon. HENRY VAN DYKE 

a . (Author, Diplomat, Hducator) 

‘ tbaeg list of hymns is an excellent one. All of them 
ccept the one entitled, “Will There Be Any Stars?” were, 
nd still are, constantly used by me in the conduct of 
Ch istian Service. I should add: “O Master Let Me 
Walk with Thee.” “Jesus, Thou Joy of Loving Hearts.” 
“O Jesus, I Have Promised to Serve Thee to the End,” 
Pence & the hymn with which I most frequently close 


“Abide with Me’’ 


Between 150 and 200 
O Love That Wilt Not Let Me Go. 
How Firm a Foundation. 
In the Hour of Trial. 
What a Friend We Have in Jesus. 
I Need Thee Every Hour. 
Sweet Hour of Prayer. 
When I Survey the Wondrous Cross, 


Between 100 and 150 
He Leadeth Me. 
In the Cross of Christ I Glory. 
Jesus Calls Us, O’er the Tumult. 


Hon. WILLIAM JENNINGS BRYAN 
(Former Secretary of State) 

I find that my favorite religious song comes rather 
low in your list, possibly because there are two tunes, 
one of which is, I think, much more suited to the words. 
“One Sweetly Solemn Thought” sung to the tune with 
the slowest measure is my favorite hymn. 

Another song that I am fond of does not seem to be 
mentioned, “I’ll Go Where You Want Me to Go” is 
one of the best of the songs of consecration. 

The songs, however, which have received the largest 
vote are excellent selections from the large number of 
soul-stirring hymns. My father’s favorite hymn “Kind 
words Can Never Die” was one of the best songs fifty 
years ago;. it seems to have disappeared although the 
value of kind words is not less to-day than it was then. 


Their Favorite Hymn 


George Ade—Onward, Christian Soldiers 

Irving Bacheller—Dear Lord, the Father of 
Mankind 

Henry Ward Beecher—Jesus, Lover of My Soul 

Carrie Jacobs Bond—Abide With Me 

Hon. William Jennings Bryan—One Sweetly 
Solemn Thought 

Dr. Nicholas Murray Butler—Lead, Kindly Light 

George W. Chadwick—Now the Day Is Over 

Dr. Frank Crane—Abide With Me 

Cyrus H. K. Curtis—(Too many to enumerate) 

Bishop Warren A. Candler—Sun of my Soul 

Dr. Russell H. Conwell—Rock of Ages 

Hon. Chauncey M. Depew—Rock of Ages 

Dr. Charles W. Eliot—/t Came upon the Midnight 
Clear 

John Drew—Lead, Kindly Light 

William E. Gladstone—Rock of Ages 

Strickland Gillilan—Come, Thou Almighty King 

Amelita Galli-Curci—Abide With Me 

General Robert E. Lee—How Firm a Foundation 

John Luther Long—Rock of Ages 

Richard Le Gallienne—Lead, Kindly Light 

Thurlow Lieurance—Rock of Ages 

Abraham Lincoln—When I Can Read My Title 
Clear 

Judge Ben. B. Lindsey—Lead, Kindly Light 

William McKinley—Nearer, My God, to Thee 

Edwin Markham—Dies Ive 

Dr. Eugene Noble—Abide With Me 

Provost J. H. Penniman—Hark, Hark My Soul! 

Mary Roberts Rinehart—Lead, Kindly Light 

James H. Rogers—Lead, Kindly Light 

Theodore Roosevelt—How Firm a Foundation 

Lt. Comm. John Philip Sousa—Nearer, My God, 
to Thee, in four quarter measure, for congre- 
gational singing and Gounod’s There Is a 
Green Hill Far Away, for a sacred solo. 

Rev. Thomas Spurgeon—There Is a Fountain 
Filled with Blood 

H. J. Stewart—Abide With Me 

Emma Thursby—Nearer, My God, to Thee 

Dr. Henry van Dyke—O Jesus, I Have Promised 

Owen, Wister—Lead, Kindly Light 
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America’s Favorite Hymns 


A Discussion Representing the Entire Country Resulting from 32,000 Hymn Titles Sent to ‘‘The Etude’’ 


Leads a Long List 


The reader's attention is called to the new solo arrangement of “Abide with Me,’ as sung by Madame Galli Curci. 
r. Homer Samuels and will be found in the Music Section of this issue. 


This arrangement was made by 


Your pastor and your organist will profit by this article. 


Onward, Christian Soldiers. 
Guide Me, O Thou Great Jehovah. 
O Mother Dear, Jerusalem. 


Between 50 and 100 


Will There be any Stars? 
Come, Thou Almighty King. 
Softly Now the Light of Day. 
O Worship the King. 

Now the Day is Over. 

Come. Ye Disconsolate. 

One Sweetly Solemn Thought. 


Bishop WARREN A. CANDLER 
(Methodist Church, South) 

In reply to your letter of October 12th, I name the 
following hymns: Keble’s hymn which begins, “Sun 
of my Soul, Thou Saviour Dear,” and Charles Wesley’s 
hymn which begins, “Jesus, the Name High Over All,” 

With reference to the list you enclose, I would prefer 
“Jesus, Lover of My Soul,” “My Faith Looks Up to 
Thee,’ and “Come, Thou Almighty King.” 


MARY ROBERTS RINEHART 
(Distinguished Author) 
I love a great many hymns, but I believe that my 
favorite is “Lead, Kindly Light.’ It is the one hymn 
that stands out from my childhood with greatest 


. distinctness. 


MISS EMMA THURSBY 
(Hminent Concert and Oratorio Soprano) 

Most decidedly my favorite hymn is “Nearer, My 
God to Thee.” I always loved the simple old tune. But 
I must say that I felt inspired when I sang the setting 
of Albert Holden to these words. The music fitted each 
verse so beautifully that you could not help singing it. 


DR. FRANK CRANE 
(Editor, Writer, Clergyman, Musician) 

Yours of October 18th is at hand. Your summary of 
the favorite hymns is very interesting. It seems to me 
that it is quite representative and I should not want 
to make any substantial change in it from a personal 
point of view. 


EUGENE A. NOBLE 
(Director Juilliard Musical Foundation) 

In answer to your inquiry, I think the list of favorite 
hymns very good. I can sing from memory all the 
hymns listed except one, and that one is not worth 
singing. 

Favorite hymns are related to intense moods, such as 
recollection of childhood, bereavement, religious awaken- 
ing, etc. They are rarely selected on the basis of either 
literary or musical worth. It is agreeable to learn that 
most people prefer a quiet hymn, such as “Abide with 
Me,” rather than some of the sentimental vapidities 
which are overworked for gain. 

In most churches hymns of service are being used 
rather than hymns of passive sentiment. 

I have too many favorites to specify any one. 


REV. S. PARKES CADMAN, D. D. 
(Distinguished Clergyman and Lecturer) 

The selection of favorite hymns is only fair, and 
shows the need of education in hymnology. “Come, 
O Thou Traveler Unknown” and “The God of 
Abraham Praise” could hardly be omitted from a first 
class choice. No list is complete without Bishop Ken’s 
Evening Hymn, “Glory to Thee, My God, this Night.” 
My choice in order would be: 

1.—Rock of Ages 

2.—O Love that Wilt not Let Me Go 

3.—O God, my Help in Ages Past 

4,.—Jesus, Lover of My Soul 

5.—Guide me, Oh Thou Great Jehovah 
6.—When I Survey the Wondrous Cross 
7.—Abide with Me 

8—Lead, Kindly Light 

9.—How Firm a Foundation 

.0—Come, O Thou Traveler Unknown 
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GEORGE W. CHADWICK 
(Director, New England Conservatory of Music) 

For two reasons your query is rather difficult to 
answer. First, are these hymns selected on account 
of the hymns or the tunes? Second, it is so long since 
I have had any active connection with church music 
that I have not been able to follow the popular sentiment 
in regard to hymns. Personally I consider “Now the 
Day is Over” one of the most artistic expressions in 
hymn music. I am also very fond of “Broad is the 
Road that Leads to Death’ or “Why do we Mourn 
Departed Friends,” not on account of my sympathy with 
the sentiments expressed, but of pride in my colonial 
ancestry. 

To me it is rather striking that numbers 1, 3 and 5 in 
the first group are English, both words and music and 
are comparatively recent additions to American Hymnals. 
I also note that some of the favorite tunes by Lowell 
Mason and others are not included, viz., “Federal Street, 
Hebron,” etc., are not included in this list, showing a 
change in public sentiment during the present generation. 


JAMES H. ROGERS 
(Noted American Composer) 

Now, about hymns: I do not find many of those I 
like best in. the list you sent. Those I might name 
among them as appealing to me especially are: 

Lead, Kindly Light 

Holy! Holy! Holy! Lord God Almighty 

Come, Thou Almighty King. 

Nobody has named the three that I would select as my 
own favorites. To wit: 

Ancient of Days (Jeffery’s 

For All the Saints 

When Morning Gilds the Skies. 


tune ) 


DR. HUMPHREY J. STEWART 
(Official Organist, City of San Diego, California) 

In reply to your enquiry relative to favorite hymns, 
permit me to say that, while the list submitted certainly 
includes most of those which might fairly be called 
popular, yet the hymns listed are of very unequal merit. 
There are two tests for a really good hymn; (1) words; 
2) music. Most of those mentioned fail in one or the 
other of these conditions. Amongst those which might 
be called satisfactory in both respects I would include 
the following: “Abide with Me;” “Nearer, my God to 
Thee;” “Lead, Kindly Light;” “Holy! Holy! Holy!” 
“When I Survey the Wondrous Cross ;” “O. Worship the 
King.” 

Most of the others would fail to satisfy either the 
poet or the musician, and possibly this is the reason they 
have become popular. The class of hymn which is to 
me particularly objectionable may be called the ultra- 
sentimental type, such as. “He Leadeth Me,” which is 
merely mentioned as an example. Of course, the so- 
called “Gospel Hymns” could not for a moment be 
considered seriously. 

In my opinion too much stress is laid upon the sen- 
timental side of religion in popular hymns. In every 
Christian’s experience there will be times when hymns 
which move us to tears may be considered appropriate, 
but such conditions are exceptional and in no way form 
part of our every day life. In a general way we need 
hymns which set forth the joys of religion and encourage 
us to make the best of life as we find it. 


STRICKLAND GILLILAN 


(Famous Chautauqua Lecturer) 

I think you are doing a mighty big, as well as inter- 
esting, thing in ascertaining the favorite hymns of widely 
separated interests and representative people. The 
whole list is made up of hymns any one of which I 
should have mentioned had I been naming that number 
of hymns. My favorite—in so far as one who is very 
fond of hymns and was raised on them can say which 
special one is his “favorite’—is “Come, Thou Almighty 
King.” There is a swing and a majesty to the music- 
and-word combination that seems to me to make it the 
ideal worshipful hymn, just as “Juanita,” with its fine 
combination of.genuine poetry and real music constitutes 
the ideal sentimental song. I love to join with a con- 
gregation in singing it, and: find my keenest church 
pleasure in its rendition by a good choir or well-trained 
congregation. 


CLERGYMEN, CHOIR LEADERS, 
CHURCHMEN will find this hymn 


material of immense value for hymn 
services, 


| 


“\ The Romance of Hymns and Tunes 


By Edward Ellsworth Hipsher 


THERE is sure romance in our church hymnody, ro- 
mance that is thrilling, gripping, soul-stirring. Almost 
no other subject of research arouses in .the disturber 
of dusty tomes more really keen sensations; for we 
have scarcely a well-known hymn which has not been 
born of the soul travail of some sin-weary or glory- 
visioned mortal. 
; Abide with Me 

Because of ill health, Henry Francis Lyte (1793- 
1847), an obscure Devonshire parson, found himself 
unable to continue his pastoral work and prepared for a 
southern journey. He planned a final communion ser- 
vice, though, as he wrote, “scarcely able to crawl.” 
While administering the sacrament he said to his flock: 
“I stand before you seasonably, as alive from the dead.” 

Tearful parishioners partook of the sacred elements 
he distributed. Having given a last adieu to them, he 
retired to his chamber. As the evening shadows gath- 
ered he handed to a relative this immortal hymn to 
which he had added music. It was his swan song; for, 
but a few days later, he passed away with “Peace, joy” 
on his lips, 


THE ORIGINAL ROCK OF AGES 
(See Story on page 230) 


The tune, Eventide, popularly associated with these 
verses, is one of the few surviving compositions of Wil- 
liam Henry Monk (1823-1899), in his day a well-known 
English organist and composer. He taught vocal music 
in King’s College, the National Training College, and 
Bedford College, all of London. He was a musical 
editor of several hymnals, among them the standard 
“Hymns, Ancient and Modern.” His last post as or- 
ganist was at St. Matthias Church, Stoke Newington. 

This hymn has a wonderful record as a soul-saving 
medium. It is true to the Gospel and has been a 
source of comfort to multitudes in distress. It is one 
of those which have a peculiar appeal to the lowly. 


Nearer, My God to Thee 

This hymn ranks among the best in the English 
language. One may safely say that it is the most widely 
popular of all written by female hymnists. It was from 
the pen of Mrs. Sarah Flower Adams (1805-1849), a 
woman of fine literary taste and in later life known 
for her religious zeal. 

Because she worshipped with the Unitarians and con- 
tributed to their hymnals, she has been persistently 
classed with them, thus bringing down undue criticism 
on her best known hymn, from the orthodox. Some 
have quarreled with it because of its close adherence 
to the story of Jacob at Bethel. In spite of these ob- 
jections, devout worshippers, the world over sing it with 
their own interpretation, and are satisfied. 

It is an incomparable lyric. The refrain “Nearer, 
My God, to Thee, Nearer to Thee,” is so graceful, 
so simple, and so blends with the whole poem as to 
lend greatly to the lyric effectiveness. The aspiration 


of the hymn is emphatic; and the ‘Sines grows wi h 
each verse in triumphant upward steps. . 

The music, Bethany, is an Old English Tune har- 
monized by Lowell Mason (1792-1872), one of the best 
known of the early American musicians. He was self- 
taught, became director of a church choir (Medfield, 
Mass.) at sixteen and located in Boston in 1827, where 
he became president of the Handel and Haydn Society. 
He taught classes and was the pioneer music teacher 
in the American public schools. 
collections of music with great financial profit. 

Though 
Nearer, My God, 
esteem. 
and he died with its strains on his lips. 


to Thee, is unsurpassed in popular: 


Lead, Kindly Light 


The popularity of this hymn is just a little baffling. — 
One would scarcely risk classing it as a great poem, — 
a great hymn or a really lyrical piece of English. Yet, © 
in spite of its many jars in rhythm, it has passages of 


striking beauty. Then, a spirit pervades the poem that 
lifts the darkness which oppresses those in trouble or 
grief. 
equalled in our language. 


The poem was written by John Henry (Cardinal) © 
Newman (1801- 1890), while becalmed for a week, on 
Born in | 


a sailing vessel, in the straits of Bonaficio. 
London, educated for and ordained in the English min- 


istry, he entered the Roman Catholic Church in 1845. — 


His celebrity rests on this production, 


The tune, Lux Benigna, is the composition of Rev. 


John Bacchus Dykes an English divine 
and musician. 
ceived the degree of Doctor of Music in 1861. 
his fine hymns, this one is peculiarly effective. Doubtless 
no small. part of the popularity of the hymn is due 


to the music so vividly reflecting the spirit of the words. 


(1823-1876), 


The real meaning of the hymn has been a subject — 


of lively discussion. Often attacked as atheistic because 


omitting direct reference or appeal to the Deity, its | 
When 
asked, in later tife, to>interpret the closing lines, the 
~ author declared them to be the fruit of some “transient” — 
state of mind; though, doubtless, they were the result of ~ 


spirituality is of the type which lifts the soul. 


a furtive vision of his own loved ones “lost awhile.” 


Rock of Ages 


Probably the most translated of all Christian hymns, 4 


Rock of Ages, 
tongue. 
Agustus Toplady (1740-1778), the author, once said: 
“Strange that I, who had so long sat under the means 
in England, should be brought nigh unto God in an 


is now sung in almost every known 


obscure part of Ireland, midst a handful of people met — 
together in a barn, and by the ministry of one who ~ 


could hardly write his name.” 

Neither the personality nor the works of any other 
great hymnist has inspired more divergent opinions. 
“He climbs no heights; he sounds no depths; * * * 
his greatness is the greatness of goodness; he is a 
fervent preacher, not a bard,’ seems to be the sum 
of these. In spite of this, Rock of Ages has given him 
a deeper and more inward place in millions of human 
hearts, from genération to generation, than almost any 
other hymnologist, not excepting Charles Wesley. 

The music, Toplady, is by Thomas Hastings (1787- 
1872), a native of Connecticut, and a self-taught mu- 
sician, teacher and writer. In his mature years he was 
known in New York as an organizer of choirs and 
teacher of psalmody. Aside from his historical writings 
on music he composed simple hymn tunes and anthems. 
of which Toplady is best known. 

Probably no other hymn has appeared in so many 
versions—this to mitigate its Calvinism and to adapt it to 
the requirements of other creeds. 
fuge of many a storm-tossed heart. The soul of 
Prince Albert, consort of Queen Victoria, left this world 
while his lips whispered: / 


Jesus, Lover of My Soul 

The following interesting story seems to have come 
directly from Richard Pilmore, a participant in the 
scene, i 
John and Charles Wesley, with Mr. Pilmore, were 
holding a twilight meeting on the common when at- 
tacked by a mob and compelled to flee for their lives. 
Succeeding in getting behind a hedge row, they pros- 
trated themselves with their hands over their heads for 
protection from the stones of the rabble. 


light started by a flint-stone, Charles composed this 


precious hymn, the figures of which agree perfectly — 


(Continued on page 230.) 


He published many 
lacking a distinct evangelical expression, ! 


It was the favorite of President McKinley — 


The heart-touch of the last two lines is scarcely — 


Of fine scholarly attainments, he re-. 
Among 


It has been the re- — 


As night — 
gathered they escaped to a spring house where, with a — 


Tue playing of many pianists is marred by insufficient 
‘study of octaves. Without doubt this branch of piano 
technic is neglected more than almost any other; there- 
fore, it is highly important that the aspiring virtuoso 
should strive to perfect himself in this point. 

Young pupils whose hands are too small to span the 
‘octave should be taught the principles that underlie 
octaye playing by using the stretch of a sixth. They 
‘should also be put through a course of exercises that 
will carefully stretch the hand by degrees, so as to enable 
them to master the octave within a few months’ time. 
Great strength is required in playing octaves; and, unless 
we develop strong, supple wrists, we will be constantly 
hampered by a fatigued condition, which will limit our 
‘interpretation of octave passages such as occur in, many 
compositions. é 

_ The following exercises should be made part of 
one’s daily study, as it has proven very helpful in 
developing strong, supple wrists, and also for increasing 
the stretch between the fingers. At count one, bend the 
wrist down as though the finger-tips were going to 
touch the inside of the arm. At count two, bend the 
wrist as far back as it will go in the opposite direction. 
‘After having gone through eight counts of the above, 
hake the arm (using eight counts) “so that the hand 
will flop up and down in an absolutely relaxed condition. 
After the hand has been thoroughly relaxed, the stretch- 
ing of the distance between the fingers may be accom- 
plished in the following manner: For example, to 
‘stretch the distance between the fingers of the left hand, 
‘place the first and fifth fingers of the right hand be- 
tween the two fingers that are to be stretched and gradu- 
lly force them apart. The student should be cautioned 
that more harm than good will be done if any stretching 
xercises are attempted before the hand is in a perfectly 
relaxed condition. 

|The hand should assume a vaulted position in playing 
octaves, and this can be illustrated nicely by holding 
a ball in the palm of the hand. In striking the octave 
the fingers should maintain this curved position. This 
same position applies to the unemployed fingers, with 
e exception that they are held somewhat higher in order 
to clear the keys. The thumbs should be curved in to- 
wards the palm and the wrist held about on a level 
with the knuckles. 

_ Firm nail joints of the fourth and fifth fingers are 
‘required of the student; and these can be strengthened 
‘by using the following exercise, which also will be of 
some value in holding the thumb in a correct position: 


, Ex.1 
; slight i. great slight 
“Pressure pressure pressure 


Count>1 2346678910 14 12 13 14 15 16 17 18 19 20 


_ Take the octave C. Criticize the thumb as to correct 
position; see that the fifth finger is curved and that 
while under pressure it does not cave in. Start the 
metronome at about 60, and at each count increase the 
pressure a little until the maximum is reached at count 
ten; and then diminish gradually until you are back 
to the normal weight of the hand at-the twentieth count. 
So through this exercise chromatically, using the fourth 
finger on the black keys. These same principles can 
so be applied with good results in strengthening indi- 
dual fingers. 

- Flexible hands are needed for the proper performance 
of octaves, and the exercise which follows will bring 
bout greater flexibility and expansion by alternately 
contracting and expanding the hand: — 


To play the notes of an octave accurately and clean, 

hand should be prepared in the air. A little pre- 

iminary practice of forming the hand in the air and 

then testing it on the keyboard will soon enable the 
d > this important point. 

“¢ 3 ‘ 


* diminished as the tempo increases. 


Artistic Production of Octaves 


By LESLIE FAIRCHILD 


With the foregoing preliminary exercises well fixed in 
both mind and fingers, we can begin to practice the wrist 
stroke which is used in staccato and rapid octave work. 
In playing an octave both notes should be struck simul- 
taneously and with the same force; this will depend on 
whether both our thumb and fifth finger are projected 
exactly the same length. If one finger is projected a 
little less than the other that tone will be the weakest. 
This same effect is brought about if our hand does not 
come down square with the keyboard. 

The following exercise should be practiced until a 
flexible wrist stroke has been acquired. In playing black 
notes the wrist adjusts itself to a slightly higher posi- 
tion: 


Ex.3 ; 
Slow tempo Staccato | 
| f { Wallets 
= - — ft + = a 
e o,¢.e Se eeseoo 
Count 1 2 3 4 Sete, 


Depress the key at 1; raise it at°2; depress it at 3; 
raise it at 4. Play this study on each key, up to C and 
back. Raise the hands from the wrists only, to the 
highest possible point. Come down square on both notes. 
Play this in all keys, using the fourth finger on the black 
keys. 

After the above exercise has been thoroughly mastered 
the student should begin to work for velocity, and this 
can be gained through daily practice of the exercise given 
below: ae 


~The up and down stroke of the hand is eradually 


Change this through 
many keys, using the fourth finger as in Ex. 3. 

The singing tone is greatly desired in many octave 
passages, and the student who desires to acquire the art 
of melody playing should study closely the various ways 
of producing this beautiful tone. Tone production is 
rather difficult to express in cold type, so the student is 
earnestly requested to be very critical of himself and 
to listen attentively to the quality of every tone that he 
produces. 

The method of producing a rich, resonant chord, which 
was described: in my article, “Artistic Chord Production,” 
can also be used to advantage in octave work, when the 
tempo is slow enough to permit the proper movements. 

Use the following example in all keys, with the fourth 
finger on black key: 


Ex.5 
Slow tempo 
ite 


ae —— 


oo ~e if 


(1) Raise the arm with hand hanging down loosely from 
the wrist, finger tips about six inches from the keys. 

(2) Project the first and fifth fingers so that when the 
hand descends on the keys these two projected fingers will 
be the only ones to strike the keys. 

(8) Let the hand drop to the key board. 

(4) Immediately after the octave has been struck, lower 
the wrist slightly below the knuckles. 

(5) Bring hand back to normal position, hand vaulted 
and wrist even with knuckles. In releasing fingers from keys 
the wrist rises first. 


These last two movements, lowering the wrist and 
bringing it back to normal position, assure one of a re- 
laxed position of the wrist. When the above has been 
thoroughly analyzed and the various motions well fixed 
in mind, movements one and two, and those of three, 
four and five, should be combined into one movement. 
Pianissimo octaves are played in the same way, with the 
exception that the hands are held closer to the keys. 

The pedal aids us greatly in playing legato octaves 
that are large intervals apart. In fact, only by using it 
can such octaves be played legato. 
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This method is called legato or syncopated pedaling, 
and should be acquired by every student who desires to 
obtain a beautiful singing tone. 

There are various other ways of playing legato oc- 
taves, and the student should familiarize himself with 
them ali, so that he can use the most suitable way for 
the passage at hand. Below are given a few examples 
whose study will repay the student: 


oa 8 


The first octave “C” is struck with the first and fifth 
fingers, and then a change is immediately made to the 
fourth. The note taken with the fourth finger is held 
until the next octave is taken. In this way the top notes 
of the octaves are bound together. The following method 
used in the left hand binds the lower notes together: 


Ex.7 54 (4 ga 84 0CSttCS 
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54 bg 2 2 Pie $5 45 48 - 
=====S=a= 
ea f | o_¢ 


In playing chromatic octaves the hand should be low 
on white keys and higher on the black keys. When we 
come to two successive white keys the hand must be 
either shifted sideways or the fingers must be changed 
on the first key. 


Ex. 8 

L.H, 
1 1 1 

@ : t : etc. 
id 45 45 


hand will 
School of 


This method of lowering and raising the 
be found in detail in Kuilak’s “Preliminary 
Octave Playing.” ; 

When we repeatedly use the same fingers 
fifth) the tones can be connected in the 
manner : 


(first and 
following 


6 1 re oe 
te 3 fe amin = 
‘Side shift by using the 1st 


and 3th fingers by changing 
fingers as shown 


The faster these octaves are played the less wrist 
motion should be used. Mrs. A. M. Virgil has expressed 
this idea admirably. 


e ¢ £ 
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Take note |\ At the count’ on the last note in each 

G immediately | measure the wrist is raised and the 

drop the wrist.) next note is immediately taken and the 
wrist dropped 


Another movement occurs in certain octave passages. 
It is a rotary motion of the hand. Such a passage will 
be found beginning with measure 84 of the Chopin 
Polonaise, Opus 53. 
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The octave “E” is the starting note, and the student 
will notice that throughout these passages the hand 
makes a rotary motion in an anti-clockwise direction. 
The elbow, shoulder and wrist acting as swivels, should 
be kept in a perfectly relaxed condition in order to over- 
come any fatigued condition that will occur if the con- 
dition is otherwise. 

Glissando octaves can be executed properly only by 
those who have large, powerful hands. In going up the 
keyboard the fifth finger is curved so that the nail glides 


over the keys, while the inner edge of the thumb de- 
presses the lower key. In coming down this procedure 
is reversed; the nail of the thumb glides over the lower 
note, while the inner edge of the fifth finger depresses 
the top note. 4 

This article is not intended to be used as a substitute 
for a thorough course in octave playing. Its main inten- 
tion is to give to the student some idea as to the require- 
ments and possibilities of octave work, and to stimulate 
interest in the study of them. 


Securing the Mother’s Cooperation 
By Abbie Llewellyn Snoddy 


Wuen the mother realizes her responsibility in regard 
to her child’s music lessons and begins to cooperate with 
real interest, the teacher’s task is half done. Unfortu- 
nately, the percentage of mothers who can be relied upon 
to oversee the child’s practice and uphold the teacher’s 
authority, is surprisingly small. If you do not believe 
it, you mothers, listen, and ask yourselves whether you 
have ever used any of these stereotyped phrases: “You 
will have to make Molly practice, Miss Blank,” “I can’t 
make Sara practice,” or, “It is so hard to get Jane to 
practice, I think I'll let her stop awhile,” and so on, ad 
infinitum. 

“So hard to make her practice?” Of course it is hard 
to make her practice, but is it not also difficult, sometimes, 
to make her learn her lessons or perform her duties about 
the home? Does the mother, therefore, allow the child 
to stop school or give up attempting to train her in the 
things that will be essential to her when she comes to 
womanhood? I do not believe the child ever lived, who 
did not need to be made to practice. I do not mean, of 
course, that a child who dislikes music, or who never 
cares to touch the piano herself for the pure joy of the 
sweet sounds she can evoke, should be forced to learn 
to play. Such a child will never play in any but a me- 
chanical way, and her energies should be directed into 
some other channel. But I do mean that the average 
child, no matter how musical, must be constantly urged 
and encouraged to keep her spasmodic interest alive. 
Even Beethoven, we are told, would have preferred play- 
ing childish games to practicing on the .clavier—though 
his father’s example is scarcely to be commended, as he 
drove the boy almost to hate music, in his eagerness to 
develop him into a prodigy, 

“T can’t make her practice!” What a confession for, 
a mother! If she, who has had the training and guiding 
of her child from infancy, cannot command her obe- 
diénce, what possible chance is there for the teacher, who 
comes in contact with the child for only one or two 
short half hours each week? Perhaps some day a clever 
teacher will invent a system by which she can exert a 
kind of magnetic, psychological influence which will keep 
the pupil practicing from lesson to lesson like a well- 
oiled, well-wound piano-player, but at present there is 
no force which can take the place of the mother at home, 
who coéperates, enforces regularity of practice and daily 
stimulates the child’s interest in music. Train your little 
girl to feel her music is a real contribution to the happi- 
ness of the home. Play duets with her, and call upon 
her frequently to play for friends. If other members 
of the family play, or sing, encourage her to join in the 


ensemble as soon as possible. Next to the hour of family 
prayer should be placed the hour of family music, for 
enriching family life, binding the various members to- 
gether in a common interest and generally adding to the 
joy of existence. The writer knows one family, mother, 
father and four children, who for years have gathered 
together each evening after dinner for an hour of music. 
As the children have grown up, two daughters have 
learned to play the piano, a third the violin, while the 
son performs.on cornet and trombone, and all of them 
sing well. Their music is a pleasure to friends’ and 
neighbors as well as to themselves and who shall say 
that the happy fellowship and camaraderie that abound 
so freely in that home, are not caused by their mutual 
love of music? Now, as always, it is the mother who 
must “keep the home fires burning,” and surely there is 
no better, no saner or more wholesome fuel for the fam- 
ily altar than a lively interest in music. 

To this end, the mother and teacher should work to- 
gether. It is well for the mother to visit the studio occa- 
sionally and watch a lesson in progress. Or, if she has 
not time for that, she may call the teacher over the tele- 
phone and have a frank chat over little Mary’s-or John’s 
progress. The conscientious teacher will welcome the 
opportunity to keep in close touch with her. 

One thing more. The mother can be of great help in 
encouraging the pupil to find beauty and worth in the 
studies and pieces which the teacher selects. If she has 
had sufficient faith in a teacher to send her child to her, 
she should be willing to trust her judgment in choos- 
ing material for study. A new piece is, for most students 
an unfailing source of exhilaration and delight, until the 
bubble of pleasure is broken by remarks from the home- 


folks, which send the pupil back to the next lesson with,. 


“Mother doesn’t like this piece,” or “Mother just gets 
up and goes out of the room whenever I begin to play 
this.” No matter how carefully that piece had been se- 
lected with a view to certain technical or artistic needs, 
its success is doomed from that hour. 

Musical history furnishes many examples of wonder- 
ful mothers, who, by their self-sacrifice and loving am- 
bition, made possible the success of a gifted child. One 
of the most charming is Mendelssohn’s mother ; who her- 
self gave Felix and his sister Fanny their first lessons 
upon the piano. Later, she sat beside them, knitting in 
hand, while they practiced, to see that their time was 
well spent, and by her ceaseless, untiring energy she 
made of her talented children, two of the most culti- 
vated and polished figures of their generation. 

Fortunate indeed, is the child who has such a mother! 


Untangling Minor Scales 
By Alice M. Steede 


Ir is the common experience of teachers that even the 
more musical of their pupils find difficulty in learning 
the minor scales. On asking the pupil to play the scale, 
so carefully gone over in the last lesson, the reply too 
often is: “Oh, I got all tangled up in it and couldn’t 
remember how it should go!” a statement that is only 
too well borne out by the stumbling fingers; and so the 
ground must be gone over again. 

Teachers adopt different devices to make things easier. 
The following has been found in my experience a good 
working plan: First, try to impress upon the pupil’s mind 
the resemblance between the minor and its tonic major. 
It is best to begin with the melodic minor, as it is identical 
‘with the tonic major with the exception of the third 
note. When the first three notes have been played, the 
pupil is told to proceed by whole tones, from note to 
note until the seventh is reached, when a half tone com- 
pletes the scale. 

In teaching minor scales thus, fingering is a secondary 
matter, and is attended to later. To pupils who have 


mastered the major scales, the fingering of the minor 
presents no great difficulty. 

One step more follows, and a very important one. The 
pupil is asked to play the scale in one octave and at 
the same time to name the notes as they are played, 
while the teacher writes it down in the pupil’s notebook. 
Thus “a minor scale—A, B, C, D, E, F sharp, G sharp, 
A. Come back like C major.” In this way, should the 
pupil be uncertain of the scale during the week, he is 
not left to flounder helplessly. The notebook can be 
referred to and wrong practice avoided. 

On one occasion, I utilized the telephone to check a 
pupil’s practice of that bugbear among scales—the F 
sharp minor. I rang her up during her practice hour 
and asked her to go back to the piano and play that 
scale. I could distinctly hear the notes over the wire and 
consequently could tell her where her mistake lay. As 
the piano was three miles distant and the lesson a 
weekly one, a considerable amount of time was saved; 
though probably the telephone was put to a use not 
originally intended by Dr. Bell, 


‘of the scales may be used as starting points. 
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Making Scales Fascinating 4 


By C. E. Cornwell Longyear 


Ir is not difficult to explain intervals, even to you 
children; and this lays a foundation for a_ practical 
working knowledge of the scales. All beginning scale 
work can be more interesting to very young folks whe’ 
taught without notes. Begin instruction directly fro 
the keyboard. Take middie C, for instance, and explstl 
what is meant by first or prime intervals of the key of C 
Explain step, or tone, and half-step, or half-tone. Lead 
the pupils to see why the black keys are used, and how 
important they are in producing whole tones. After 
the prime interval is understood, and the pupil 
pointed out the prime interval in several scales, teach. 
each succeeding one. For drill, keys other than the first 
Also, 
find the intervals in the various scales. Fix the idea 
of thirds, fifths, sixths and tenths thoroughly. s 

At this point you may give the pupil an extended 
view of the scales as a whole, showing how they are 
found by means of the intervals. The major scales in 
regular order may be found to be four intervals below. 
or five above the keynote of the preceding scale be- 
ginning with C-major. To illustrate: beginning wit 
C-major, we can readily find the keynote of the scale of 
one-sharp, two-sharps, three sharps below C, G, D, 
and the’ other keynotes respectively. From the prime 
interval, or key note of each succeeding scale, the ne: 
scale may be found, Thus G major scale begins four 
intervals below C, and contains one sharp; four inter: 
vals below G we find the prime interval of D major 
which has two sharps. This may be followed in 
similar manner until all the majors in sharps are taken 
up in the preliminary view. The pupil enjoys this, if a 
little is given during each lesson. ; 

Take up the majors in flats. The manner of finding 
them is just the opposite of finding the ones in sharps. 
Five intervals from C descending, we find F, the key-/ 
note of F major; with one flat; five from F, B-flat is 
found, the prime interval of the scale of two flats. Go 
through the remaining major keys in like manner. 

Explain the meaning of the words Major and Minor. 
To the pianist, Major means larger; Minor lesser. Play’ 
in major keys, then in minor and ask the pupil to dis- 
tinguish between them. Select a hymn in major, 
then one in a minor key. Ask the pupil to notice the 
words in each, Explain how to change from major to- 
minor. Tell how to find each of the twelve major 
scales’ relative minors. Let him count three intervals 
each time to find each relative, always beginning at the’ 
keynote of the major for which the relative is to be 
found. 


Stirring the Pupil’s Imagination 


By Clair J. Velie 


THE stirring of the imaginative powers of the pupil is 
one of the chief duties of a teacher. Yet this is so often 
neglected. So many pupils play merely notes and think 
only in terms of the printed page. 

The pupil should be taught to make each composition 
tell a definite story. Each one should bring into his mind 
certain mental pictures which will put him into the proper 
mood for its correct interpretation. A musical composi- 
tion should be thought of as a tone picture. Like a beau- 
tiful painting, it has its dominating motif; but, upon clos 
examination, all the details will be brought to one’s atten- 
tion. The picture may have for its outstanding color a 
deep lavender, but there are portions where it blends 
perceptibly into a translucent blue. So with our musica 
tone picture—it may have a general sombre effect, but 
certain phases will need a touch of lighter shading, 

Each chord has its own definite color, and the adding or. 
changing of but one tone will vary its shade. The com 
poser, with his knowledge of chord combination, has 
selected these chords and woven them into a beautiful 
tone picture, just as an artist selects the colors from hi 
paletté and combines them into a finished painting. 5 

Descriptive Analyses of Piano Works and Stories 
Standard Teaching Pieces, by Edward Baxter Perry, ar 
especially helpful in this connection. More works of this 
type would certainly be useful to the teacher. 


Sousa says that, notwithstanding the great craz 
for the saxophone and the thousands of players, 
has to literally scour the country to get players ¢ 
enough for the varied programs of the Sousa | 


It is one thing to play the saxophone and anoth 
play it well. ma 


me 
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[TEpiror’s Norp: Mr. Rudolf Friml has the good fortune 
to be one of the most successful of modern composers, from 
the standpoint of material rewards. His very ingenious 
and highly melodic popular operas are. known and whistled 
from coast to coast ;-but fewer people know of Friml’s great 
gifts in writing music of a serious kind, of his ability as 

a pianist, and of his exhaustive training in his art. Mr. 
Friml was born December 7th, 1884, at Prague, Bohemia. 
His parents were musical, but were not professionals in 


“Moondawn,” the latest pianoforte 
? 


“For ime there has always been music. I have no 
_ idea of when I first commenced to love it, because from 
my earliest conscious recollection music was as much a 
part of my life as bread and butter. My father, like 
matty Czecho-Slovak folk, used to love to play the 
zither. He had an intense fondness for music. 
2 “When I was a very tiny boy he went out one even- 
ing to purchase the winter supply of coal and wood for 
the family. Our means were meagre and the money 
required for such necessary items seemed large to the 
family. Father met some congenial friends, one of 
whom was in possession of a very small piano such as 
one sees in the early pictures of Mozart. The tempta- 
_ tion was too great. The coal and wood could wait, but 
. certainly not such a very desirable thing in the home as 
a piano. Consequently he had the piano sent home, 
much to the horror and disgust of my more than prac- 
tical mother who could not see her way clear to pass 
through the winter with a scant supply of coal and 
wood. 
“That piano was my first inspiration. Little did my 
father realize that he was making an investment which 
some day would yield thousands and thousands of dollars 
to his son. As soon as my tiny fingers could reach the 
keyboard I commenced to strum upon the little old 
piano with its tinkling sound and its well-worn case. 


father and mother. My father made vain efforts to play 

“upon the piano but with very little success more than 
a few chords and an occasional glissando which 
delighted his soul. 

“When the street organs passed, I am told I listened 
attentively to the tunes and was soon found picking 
them out on the keyboard. This was long before I 
knew anything about music. Before I realized it, 
however, I was playing. Visitors came and expressed 
their surprise at my progress; and somehow I was placed 
under the care of a good teacher. 

“At the age of fourteen I was given a scholarship at 
the Prague Conservatory where I studied piano with 
Josef Jiranek and composition with Anton Dvorak for 
four years. Dyorak was a very absent-minded man. He 
always insisted that no one could teach composition. He 
- used to set tasks for me to do and then he would 
criticise the form, harmonies and other features; but 
he never set any formal plan of instruction. That is, 
Dvorak never gave me regular instruction in harmony 
or counterpoint, although I had some instruction with 
other teachers. 

“Dyorak seemed or feel that these theoretical branches 
were natural with me. I never made any voice pro- 
-gressions that seemed to him incorrect. Indeed, I have 
rarely been conscious of any kind of rules in writing 
anything. I never question myself ‘Is this arithmeti- 
cally right or arithmetically wrong? It cannot be right if it 
sounds badly; and it cannot be wrong if it sounds good. 
Of course, I realized that the ordinary way of learning 
composition is to go right through years of training in 
harmonic analysis and synthesis; but I am sure that 
‘many of the great composers of the past have literally 
absorbed the theory of music-harmony and counterpoint 
subconsciously. Please do not think I am placing my- 
self ina class with the great masters; but it is interest- 
to inquire how Mozart, Schubert, Wagner and 
viantless others acquired their writing technic in music 
when they studied amazingly short periods along the 
called regular lines. 


Absorbing Music Unconsciously 


“Of course I played almost incessantly. I read the 
works of the great masters over and over again. 
hopin, Mozart, Beethoven were my daily bread. Just 
is one who is born in a country and brought up among 
cultured people learns to speak the language intuitively 
W any recourse ‘to grammar or to rhetoric, so I 
in the land of music, the land of the 
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It was one of the things that I loved most, after my 


An interview with the noted composer 
RUDOLF FRIML 


Secured expressly for THE ETupE 


the art. He was a pupil of the Prague Conservatory where 
he studied for four years under Dyofik and others. He 
came to America as a pianist, to tour with his fellow coun- 
tryman, Jan Kubelik, and has appeared as a pianist with 
great success. He played his pianoforte concerto with the 
New York Symphony Orchestra. In 1912 his comic opera 
“Firefly” was produced with immense success; and since 
then he has written a large number of suecesses including 
“High Jinks,” “Katinka,” “‘You’re in Love,’ “Tumble Inn,” 
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“Sometimes,” “Gloriana,” “Kitty Darling,’ “Blue Kitten,” 
“Bibi of the Boulevarde,” ‘June Love’ and “Cinders.” In 
addition to these works Mr. Friml is known to a rather 


his very interesting and useful com- 
positions for piano which, because of their refined character, 
are most valuable for instructive purposes. One of these 
works, ‘““Moondawn,” appears in THe Brupe for this month. 
Mr. Friml’s gifts in the art of improvisation are little short 
of marvelous and we feel that no one has more right to talk 
intelligently upon the art of improvisation than he.] 


different clientele by 


composition of Rudolf Friml will be found in the music section of this issue of Tue EruprE 


great masters. Mind you, I am not recommending this 
course for the average student. Very few students 
practice incessantly enough to become saturated with 
music. Very few observe acutely as they read and 
play music to study how the great masters have obtained 
their effects. The student must learn to play deductively. 
He must not merely play the notes. When he hears 
a new effect he must immediately become inquisitive and 
strive to learn how the master achieved that effect. If 


RUDOLF FRIML 


he has a knowledge of harmony and counterpoint he can 
analyze it quicker. That is the great advantage of 
these studies for those who have not been saturated 
with music for years. 


How Music Comes 

“Of course all thinking people realize that there are 
certain individuals who are more sensitive to musical 
impressions than others. There is no explanation; they 
are born that way. Others seek expression of their 
ideas and emotions through other channels—art, litera- 
ture, architecture. To me everything translates itself 
into music. Any idea, any poem, any beautiful picture 
seems to affect my whole being and I am at once con- 
scious of melodies surging up within me. The ocean 
moves me immensely. I feel its power at once. It is not 
a question of wanting to compose. I can’t help it. 
Time and again, when I have been fagged out, .my 
mind will catch some scene and the melodies come and I 
cannot rest until I get them down on paper. Once, some 
one gave me the poem of a song of the sea. I had no 
though of writing it, but when I read it, I felt the 
waves of music running across the staves, as it were, 
and before I knew, the melody came and the song was 
written. 

“Pictures are another source of inspiration. Once 
in Paris I happened to see the picture of a girl looking 
up into the clear blue sky. The idea, the design, the 


coloration, everthing at once commenced to sing in me 
and I wrote a piece called /deal. 

“Melodies also come to me incessantly during im- 
provisation. One melody makes another. Indeed, I 
have often gone so far as to improvise upon a recording 
piano and have some of my compositions transcribed in 


musical notation from the roll. This really reverses 
the usual process; but it is a possibility for the com- 
poser of the future who is gifted in improvisation. 


Of course, if one is not in the mood, or if one has not a 
good sense of form so that the composition improvised 
is balanced properly, one can waste paper faster im- 
provising on a recording piano than when writing notes 
upon music paper. 


Two o’clock in the Morning 

“For years I have found that ideas come to me 
faster and better at two o’clock in the moring than at 
any other time. Then everything is quiet. There are 
no street rumbles, no callers, no telephone. It is the 
only time one can get solitude in the great metropolis. 
I have no place to go at that hour unless I want to go 
to bed. My mind is clear. Give me a clean sheaf of 
music paper and a piano and I am gloriously happy. 
Much of my music I write away from the piano; but I 
also find at the keyboard that by playing a great deal 
in a great many different styles I chance upon many 
ideas which seem valuable to me. This is especially 
so when I play in the dark. Often in the middle of the 
night I play for hours in a room entirely without light. 
The neighbors? oh, they don’t mind, because I have a 
detached house on Riverside Drive where I can play 
without disturbing them. 

“However do not think I need a peculiar setting to 
help me compose. Many of my compositions have had 
their inception on a train sixty miles an hour. 
The rhythm of the train translates itself into melodies. 
Often at the seashore I take a notebook when I go in to 
bathe. I hide the book and the pencil in the sand and 
jot down sketches that may come to me. Again, some- 
times I wake in the morning with my head teeming with 
ideas. I always carry paper with me and put these 
down at once. A good musical idea is a practical asset. 
I have long since learned to value them and I endeavor 
never to let one escape. They are likely to vanish like 
the diamond dew on the cobweb, unless they are caught 
in the trap of staff, clefs, bars and notes. 


going 


“The weather affects my musical moods. It was 
sometime before I noticed this. On gloomy days my 


music is likely to be sad-or sentimental. On bright, spark- 
ling, springtime days I want to write music that dances 
and plays in every measure. 


Writing a Musical Comedy in Thirteen Hours 

“Tt seems to me that all artistic expression should first 
of all be spontaneous. It must be a translation of ideas 
and emotions. It is conceivable that the composer who 
is undertaking a prolonged work can _ systematically 
build his great composition, measure by measure, theme 
by theme; but all the great melodies, by the nature of 
things, have heen inspirations. Whence they come is one 
of the mysteries of life. The marvel is that they come so 
quickly if they come at all. Whether in a comic opera 
or in oratorio, the records show that rapidity of produc- 
tion is often associated with the best known and most 
enduring works. One of my comic operas,“Tumble Inn,” 
was written in thirteen hours. By this I mean I had 
all the tunes, all the harmonies, the figuration and 
orchestration indicated. It took my copyist three weeks 
to carefully work out my notes. 

“Memorizing music and improvising seems to me to 
be of great value in music study. The mind must be 
kept saturated with music. When I came to America as 
a solo pianist with Jan Kubelik, it was a part of my 
contract to play his accompaniments. Once we arrived 
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at a concert only to find that our accompaniments 
(music) for his difficult program had been left at the 
hotel in another city. I had played them a. number of 
“times and had unconsciously memorized them. There- 
after I used no music for the purpose of accompanying, 
unless it was some new work with which I was unfami- 
liar, The effect was infinitely better. 


Improvising Before Thousands 
“The mind of the real musician is like a. sponge; it 
goes on and on absorbing music consciously or un- 
‘consciously all the time. It is necessary to be able to 
recall a very great deal of music in order to recall 


whether: the melodies which come to one are original. 


It has always been my conviction that by knowing a 
very great deal of music and carrying of it in the brain 
new ideas come from this reservoir just as new and 
beautiful shapes are tossed up in a whirlpool. Improv- 
isation is a fertile source of musical originality if one 
knows how to improvise. I enjoy improvising, hugely. 
I have improvised before great audiences in Carnegie 
Hall and found myself so lost in the outpouring of 
themes and in their musical development that I forgot 
the audience entirely. 

“The mystery of musical inspiration is quite as 
baffling to one who possesses it as to the general public. 
I have no use for the false modesty which leads one to 
deny a gift generally recognized. But one is no more 
responsible for it than one would be for having red 
hair or a prominent nose. I cannot tell where the tunes 
come from, except that I hear everything I see and feel, 
in terms of music. It is a marvel to me that there are 
still so many possibilities for new tunes. 

“Do not think I belittle craftsmanship. One must 
know how to develop melodies. Give me four notes 
on different degrees of the staff and I can turn them 
into a melody by the various devices known to the art 
of composition. The four notes seem to take possession 
of me and go on singing themselves into a melody. I 
can think of no greater fun than doing this, unless it 
is playing Chopin.” 


How Can We Interest the Beginner ? 


By Vivian G. Morgan. 


How often we hear the child remark: 

“T just hate practice; I hate music!” 

Can you get him interested by making him feel that 
he must practice, that you command him to practice? 
Have you failed to recognize the true American child? 
He who has the spirit, “I am an American—I am not to 
be commanded,” is sure to rebel if you demand a cer- 
tain amount of work from him. It takes more to get 
results from these young nationalists than merely saying, 
“Johnny, practice three hours:a day and get this exactly 
as I have told you.’ Johnny is likely to reply, or at 
least to think, “I will, if I want to.” 

To achieve your end, first of all make the child love 
you. If you will do this, it is but a small matter to get 
him to work for you. Recently a little pupil said, “All 
I live for is to be just like you, to play like you.” By 
the way, this should start some of us “grown-ups” to 
wearing away some of our own nails in practicing. 

But back to the subject. It is safe to say that if 
each member of my class were. questioned, each answer 
would be practically the same. So the first step is to 
open the door to the child’s heart. Then study his 
method of expressing himself.. Be a child with him. 
Just remember when you said a few naughty words 
about the keyboard. Sympathize with him sufficiently, 
but not too much. Lead him to see the beautiful side of 
music. Then further the purpose by giving contests 
at the end of certain periods. Arrange different little 
affairs that children enjoy. Have one to play and let 
each of the others give an opinion of the piece and its 
interpretation. At each meeting different pupils will 
play, from memory if possible. 

Let pupils feel that they are accomplishing some- 
thing. And, for goodness’ sake, give no “ugly” pieces 
at first. There are pieces—suitable pieces—which will 
appeal to every child. So make it a point to give them 
pieces in which they will delight. And last, but not 
least, keep at heart the interest of the child instead of 
the dollar. Then both his and your success are assured. 


I envorsE the study of elocution as a preparatory study 
for all singing.’ No one can realize how much simpler 
and more efficient it would make the work of the singing 
teacher —Litt1 LEHMANN. 


_ John on a missionary journey to Georgia. 


The Romance of Hymns and Tunes 


(Continued from. page 226.) 


with the incidents just related. A prettier, though less 
reliable story is that Charles Wesley was sitting by a 
window when a small bird sought refuge from a pur- 
suing hawk by hiding in the folds of his coat. , 
Charles Wesley (1708-1788), bori at Epworth, Lin- 
colnshire, was the youngest of nineteen children. At 


- eighteen he entered Oxford, was later ordained into the 


English priesthood, and in 1735 accompanied his brother 
Returning 
to England, he fell under the influence of a devout Mo- 
ravian, received the blessed assurance of pardoned sins, 
and in connection with his evangelistic work became a 
prolific hymn writer, in all producing more than six 
thousand. Time has divided first honors between him 
and Isaac Watts as writers of English hymns. 

The music, Martyn, best known in association with 
these words, is by Simeon B. Marsh (1834- ), who 
seems to have left no further record in musical annals. 

“A hymn for the distressed and for the sinner,” it 
has. been described also as ‘“‘ painfully materialistic for 
a hymn sacred to an ideal religion.” Again, “the one 
central, all- pervading idea of this matchless hymn is 
the soul’s yearning for its Saviour;’ and none has 
oftener passed the lips of man, 


Holy ! Holy! Holy! Lord God Almighty ! 


This great hymn of adoration is at least the most 
lofty in sentiment of all the fine products of the pen 
of Bishop Heber (1783-1826). Born’ into a home of 
wealth and learning, Reginald Heber enjoyed every ad- 
vantage in training one culture. After making a brilliant 
record at Oxford, he was ordained to the ministry and 
rose to be Bishop of Calcutta. Among his many fine 
lyrics is the matchless missionary hymn, From Green- 
land’s Icy Mountains. 

The tune, Nicca, is one of Dykes’ most widely Caen 
The names of his hymn melodies were chosen for their 
especial application to whatever suggested the hymn. 
Nicea takes its name from a town of Asia Minor where 
the Ecumenical Council of 325 A. D. was held, at which 
the doctrine of the Trinity was finally elaborated. Taken 
together, the verses and music furnish a sacred song 
that has no superior. 

Not appealing strongly to the emotions in the usual 
interpretations of the phrases, yet this hymn moves the 
finer religious feelings as do but a few others. In its 
expression of adoration of the Trinity and the majestv 
of inspired truth, it is unequalled. 


Just As I Am Without One Plea 


“The greatest evangelistic hymn in the language” was 
written by Miss Charlotte Elliott (1789-1871). Though 
none of her poems has reached the celebrity of Nearer, 
My God, to Thee, the quantity and quality of her writ- 
ings advance her easily to first placé among English 
women hymn-writers. 

This hymn has its history. In 1822 Dr. Caesar Malan 
was visiting Miss Elliott’s father. As they sat convers- 
ing, he asked if she thought herself to be an experi- 
mental Christian. ‘Being in very ill health, the question 
made her momentarily petulant, and she retorted that 
religion was a question which she did not care to discuss. 
Dr. Malan assured her that he would not pursue a sub- 
ject unpleasant to her but that he would pray that she 
might “give her heart to Christ and become a useful 
worker for him,’ 

Several days later the young lady apologized for her 
abruptness, confessing that his question and parting 
words had troubled her. “But I do not know how to 
find Christ,” she said. ; 

“Come to him just as you are,’ answered Dr. Malan. 

Further advice opened her mind to spiritual light, and 
a long life of devotion and faith began. Later becoming 
editor of The Yearly Intelligencer, several original 
poems were used anonymously in making up the first 
number; (1836), and among them was Just As I Am. 
Her brother, a preacher, declared that all his work had 
done less good than this one hymn of his sister. 

The music, Woodworth, was written by . William 
Bachelder Bradbury (1816-1868), one of the early 
American musicians, a composer and leader of musical 
conventions, and oe edited more than fifty collections 
of music of which Fresh Laurels reached a sale of 
1,200,000 copies. 


Jesus, Saviour, Pilot Me 
The beautiful nautical figures of this hymn are but a 
reflection of the associations of the author. Edward 
Hopper, D. D., (1818-1888), was the son of a merchant 
father and of a mother descended from the. French 
Huguenots. He early entered the Presbyterian min- 


“the everlasting song” of the New Jerusalem. 
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istry; and in 1780 was called to the pastorate of the 
Church of Land and Sea of New York, his native city, 
where he continued to the end of life. : 
Dr. Hopper was the author of many hymns and wrote 
much for sailors, many of whom were drawn’ to his ; 
services; but the first, and last two, of the original six 
stanzas of this poem are his only permanent gift to 
Christian hymnody. It was first published anonymously 
in 1871 in The Sailor's. Magazine. . 
The, music is by John Edgar Gould (1822-1875), a 
native of Maine who spent much of his life in Phila- 
delphia. He was a successful composer of hymn tunes 
and glees, and he compiled eight books of church music. 
The words and music found their way into a for- 
gotten collection of hymns, was copied into Spiritual 
Songs (1878) and later acknowledged by the author. 
Though small in quantity his legacy to scriptural song 
is rich in its heart searching and interpretation. He 
worked much among seamen; and the gospel he taught 
them is sung in his immortal hymn. The rhythm of the 
sea is felt in the pulse of its cadences; and it irresist- 
ibly draws the soul irito the* boundless ocean of God’s : 
love. , 


My Faith Looks Up to Thee 

This touches the very zenith of American Hymnody. — 
It combines perfection of poetic expression with uni- 
versal heart appeal; and hence its wide popularity. 
Written by Ray Palmer, D.D., (1808-1887), later to 
become an eminent Conerceatooy) minister, it is an 
expression of the deep feelings of his own soul, when 
distressed by ill health, He has said of it, “1. gave form 
to what I felt by writing, with little effort, the stanzas. — 
I recollect I wrote them with very tender emotions, and — 
ended the last line with tears.” ‘ 
The manuscript was carried in his pocket-book for 
some two years, till one day he met Dr. Lowell Mason — 
who asked him for a few hymns for a new book he- 
was about to publish. 
The music, Olivet, is by Dr: Mason. Shortly after 
receiving the poem,he.said to Palmer, “You may live 
many-years,-and do many good things, but I think you’ 
will be best known to posterity as the author of this 
hymn.” This is already true; for it is by this medium 
only that the writer’s name is come to us.: My Faith 
Looks Up to Thee is known, loved and sung wherever 
English has gone ; and it has been translated into many 
tongues. It is the finest devotional lyric of the Mission- 
ary and Devotional Period (1780-1850) of Baie 
Hymnology. 


All Hail the Power of Jesus’ Name 

THis one of the most widely known and best loved 
of all hymns, first appeared in The Gospel Magazine in ~ 
1780. Its author was Edward Perronet (1726-1792), 
of a long line of ministerial ancestry, and himself a co- _ 
worker with John and Charles Wesley. Though 
“learned, witty, consecrated and influential,” his claim 
to our remembrance rests entirely upon his one almost 
matchless hymn. 
First sung to the tune Miles Lane by Shrubsole, thie 
has been almost universally displaced by Coronation of — 
Oliver Holden (1765-1844), American composer, .teacher, 
choral director and publisher. _It first appeared in a | 
collection, Union Harmony, which Hoiden brought out . 
in 1793. This music has become so wedded to the words © 
that, to the popular mind, the combined musical and _ 
literary texts are included. in the one word Coronation. 
Though of the most exalted sentiment, this hymn has 
held the hearts of generations. It silences the critic. 
Its scriptural allusions place it in a class alone. These 
begin with “the royal gliadem” only to progress by the 
“stem of Jesse’s rod,’ “ the wormwood and the gali” 
and others. Its splendid sweep exalts the lordship of 
Jesus from when the “morning stars sang together” to 
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The Original “Rock of Ages” 


Tue following story of the famous hymn, “Rock of Ages,” 
accompanied by this picture, has been sent to us by H. B. 
Zimmerman. (See page 226.) | 

It is doubtful if one person in a million who sings the 
well-known hymn, “Rock of Ages,’ knows the history of 
the hymn, and that a real rock had anything to do with the 
writing of it. The author of the hymn, Rey. Agustus Top- 
lady, pastor in charge of Blagdon (1762-64) near Bristol. 
England, was one day walking through Burrington Combe, 
and, being overtaken by a terrific thunderstorm, sought 
shelter in the cleft of the rock shown here. While the stor 
was raging there came to him the words of the hymn, ~ 

“Rock of Ages, cleft for me, ‘ 
Let me hide myself in Thee.” ¥ 

‘A few years ago a brass tablet, bearing the follo 
inscription was placed in the parish church of the vil 
“In memory of Agustus Toplady, Clerk in the Holy O 
author of the hymn, “Rock of Ages,” Curate in sole 
of this parish, 1762-64, Whose remains now lie b 
beneath Whitefield Memorial Church, London.” 
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From Broadway to the Pueblos 


: ; The Recorder Chats About Two Noted Musical Geniuses 


THURLOW LIEURANCE AND RUDOLF FRIML 


TuurLow LikzuRANCE says that he has never had a 

disagreeable experience with an American Indian; that 
he has never felt at any time, with any tribe, that he has 
been in the least personal danger, and that during his 
years of travel and life among the different American 
_ tribes, he’ has never had a penny stolen. This contra- 
_ dicts at first-hand some of ‘the popular traditions about 
| “Poor Lo!” 
In fact, the Indian is little longer to be pitied, from 
the standpoint of opportunity. Many of them have 
become enormously wealthy through the development of 
_ their properties. Very few people know that we now 
have in the United States Senate two men who are 
 half-Indian—Senator Curtis, of Kansas (Kaw parent- 
F age), and Senator Owens, of Oklahoma, said to be the 
; richest man in Oklahoma. The latter is half-Cherokec. 
2 


Mr. Lieurance, who, together with Mrs. Lieurance 
(Edna Woolley) and the flutist of the company, Mr. 
George Tack, has given concerts this season from coast 
to coast with enormous success, carries with him a rare 
collection of Indian flutes which he has secured from 
tribes all over the United States. A few are shown here: 
Reading from left to right, the first is an Omaha alto 
flute. This is remarkable because many of the leading 
manufacturers of flutes are only just now beginning to 
~ make alto flutes. The Indians have had them for years— 
q possibly centuries. Like all Indian flutes, it is not 
played with the instrument held horizontal to the shoul- 
ders, but is played held like a clarinet. The Omahas 
are still a blanket tribe, although some of the young 
men use modern dress. They are very rich, and own 
hin their reservation all the ground on one side of the 
, Missouri river from Omaha to Sioux City. They still 
have their old dances. During recent years they have 
been the victims of a drug beverage made from the 
 pyote nut, imported from Mexico. In order to partake 
freely of this “within the law,” it is said that they have 
organized religious cults and.made the drinking of pyote 
a part of the ceremonial—like sacramental wine. 


The Omahas are a high-grade tribe. Flute No. 2, 
however, was made by the Utes, one of the wildest 


north of the Grand Canyon, making their livelihood 
_ mostly by hunting. This flute is made of a piece of 
gas pipe, and has a scale of only four intervals. It is 
played by blowing on the rim of the flute. 


The third is a Chinese flute. It has the whole-toned 
scale, and a peculiar timbre because one of the openings 
is pasted over with a piece of onion skin, giving the 
instrument a tone resembling the oboe. 


Flute No. 4 is of the Shoshone Tribe, and has been 
made from a gun barrel. The Shoshone Tribe is a 
political division of the Sioux Nation. They are Indians 
of high intelligence, with big brains. 


Flute No. 5 is Cheyenne. It is made of cedar. Over 
the resonance chamber is a device or totem signifying 
the tribe to which the Indian belonged. The Cheyennes 
were great fighters, and are said to have been the only 
Indians known to have charged U.S. Cavalry face to 
face. Along with ig the Cheyennes are noted for 
eir music. 


Flute No. 6 is of ina origin. Its scale is a pure 
‘whole-toned one, indicating that this tribe employed this 
device centuries before Debussy ever thought of it. The 
_Kiowas are hunters. Their locale is Oklahoma. They 
‘are “Government Indians.” They were great fighters 
and buffalo hunters. 


Flute No. 7 is of the Winnebago Tribe. The Winne- 
bagos are part of the Sioux Nation. This flute was 
the property of Angel De Costa, the only artist painter 
of renown of the Indian race. This tribe has produced 
ny able people, but has been almost wiped out by 
uberculosis. 


Flute No. 8 is Por Pueblo origin. “The Pueblo Indians, 
rding to Mr. Lieurance’s belief, must be of Aztec 

t. They have their altars and sacrifices, indicating 
bable connection. This flute is made of cotton- 
wall are so icegring that it seems to 


tribes in our country. They live in desolate sand hills 


have little direct connection with what we know as 
music. 


The adjoining flute (No. 9), the last in the row, also 
is Pueblo. 


Lieurance feels that the most musical of all the 
Indians are the Sioux, who have very beautiful love 
songs. The best flutists are the Cheyennes; the finest 
ceremonial chants belong to the Pueblos, while the best 
rhythmic dance songs are to be found among the Crows, 
the Winnebagos and the Chippewas: 


No one questions the authenticity of Mr: Lieurance’s 
inspiration for his famous Indian songs, because of his 
long intimacy with so many tribes. The Melody of 
By the Waters of Minnetonka, for instance, was in- 
spired by a Sioux love song; while the melody of 
Ghost Pipes, Mr. Lieurance’s latest hit, which is given 
in this issue of THe Erunr, came from improvisations 
of his own upon the Omaha flute shown herewith. The 
peculiar intervals seemed to play themselves into a 
lovely theme which he was quick to put, down and em- 
ploy. Sometimes Lieurance digs up a veritable galaxy 
of Indian themes, ranging from lovely plaintive melo- 
dies to powerful war and ceremonial songs. Thus, in 
the American Indian Rhapsody which he wrote in col- 
laboration with Mr. Preston Ware Orem, the following 
themes were used in this very effective and unusually 
successful composition : 


Cheyenne Flute Melody (played by John Tur- 
key Legs); Kiowa Flute Call; Sioux Love 
Song; Sioux Courtship Song; Sioux Love Song 
(by Frank Double-the-Horse) ; Chippewa War 
Dance .Song; Pueblo Ceremonial Song; Flute 
Song. for Spring; Crow Indian Owl Dance 
Song; Sioux Scalp Dance. 


Hammerstein boasted that he wrote an opera—was it 
not “Santa Maria?”—in twenty-four hours. It ran or 
sailed the great white way for a short and stormy voyage. 
There was some dispute among the critics as to whether 
it was really music or not. No one however disputes 
the musical value of the works of Rudolf Friml; and 
probably no one since the time of Handel, Mozart, 
Rossini and other lightning-like transcribers of notes to 
the page has ever excelled Friml’s speed at composition. 
He wrote one comic opera in thirteen hours. How does 
he do it? Largely because his mind thinks musically 
almost all of his waking hours. He can turn on the 
music just as the ordinary mortal turns on the electric 
light. 


Once Josef Hofmann attended one of Friml’s piano 
recitals in California. The last number of the program 
was a Bohemian Rhapsody. Hofmann was delighted 
with it and at the end asked Friml if he might have a 
copy or a manuscript of his work. 

“There isn’t any manuscript,” ejaculated Friml. “There 
never has been any. I always print Bohemian Rhapsody 
at the end of the program: but I have never written one. 
I just think of some of the lovely old folk tunes of my 
native land and start in to improvise.” 


RARE INDIAN FLUTES 


COLLECTED BY MR. THURLOW LIEURANCE 


Ende readers will find Mr. Lieurance’s latest song ‘‘Ghost Pipes’’ and Mr. Friml’s latest pianoforte composition 
: ; : “Moondawn” in the music section of this issue. 


A better Friml story is that of the time when his 
Auf Japan was produced in, the Dresden Royal Opera 
many years ago. The Ballet master. was a Bohemian 
who is now with the Metropolitan. The Ballet was 
such a success that Friml secured a contract to write the 
music for the annual Weinachtsmdrchen or Christmas 
Pantomine, the libretto of which was much the same 
each year. 


One night Friml’s Bohemian friend said, ‘To-morrow, 


Friml, we go to the opera; and you will play your 
manuscript for the Committee at the stage rehearsal. 
The Governor, the. director and the officials are all 
expecting it.” 

Suddenly it came over Friml that there was no 
manuscript. In fact he hadn’t given a thought to it 


when there were so many delightful things to do in art- 
loving Dresden. He could play all day, so why spend his 
precious youth at the sordid process of putting notes 
down on paper? 

“But you must go,” 
something to-night. 

“How can 1?” 
tooth.” 

“But you must come to the rehearsal,’ insisted the 
ballet master with an ancestral respect for the powers 
that be. 

Next day Friml appeared smiling blandly, before the 
Committee with the announcement that he had not yet 
finished the manuscript but would be glad to play parts 
of it. Sitting himself at the piano in the orchestra pit, 
he started to improvise the overture. 

“Fein! Ausgezeichnet! Vermose!” 
committee in delight. 

The curtain ascended upon a snow scene. Friml’s 
friend put the words of the first chorus before the 
young Czecho-Slovak who at that time spoke German 
very indifferently and said, “Here is the opening chorus. 
It is Schnesflocken (snowflakes). Let’s hear it.” 
Friml saw the words for the first time but 
hesitancy in putting a melody to them at once. 
exclaimed the committee in concert. 
proceeded through the entire work, improvising it to 
order. The following week when he came with the 
manuscript the musical directer went over it carefully 
and said, “The music is lovely; but somehow it seems 
a little different from what you played last week.” 


said the friend. “You must write 
Your contract calls for it.” 
protested Friml; “I have an ulcerated 


exclaimed the 


had no 
“Great !’ 
Thus this genius 


“Yes,” remarked Friml; “I made a few changes.” 

Friml’s moods range from the Broadway musical 
comedy to Concertos and Piano pieces that many of 
the masters of yesterday would be proud to claim. 


The Musical Harvest 
By G. V. Aram 
Fine Practice. 


value of this golden 
in plenty of time.. It re- 


Fine Playing is the Harvest of 

Your teacher, who knows the 
rule, will assign your piece 
mains with you to practice faithfully right from the 
start and thus avoid the final rush. The piece which 
you read to-day for the first time may not be intended 
for public performance until next year. Yet, the ex- 
cellency of next year’s performance depends upon your 
application to-day, to-morrow, and each successive day 
until the fatal or triumphant date of the recital. 

Feverish practicing during the last few days before 
a concert not only does not make up for past deficien- 
cies, but causes nervous strain which, when the crisis 
comes, will surely deprive you of your already scant 
resources. Your breaking down at to-day’s recital, if 
such a dreadful thing happened, came most likely from 
practicing too little last year and far too much last week. 

The Hindoos, who are famous for their wonderful 
memory, have a saying “You must forget a thing seven 
times before you know it.”- Be sure, then, to give your- 
self plenty of time, so that your seventh forgetting does 
not occur on the platform. 

Above all, remember that the 
depends less on actual practice on the piece 
on your general musical development. The 
harvest. It should be the natural outcome of 
or years of faithful routine work, as the 
rose tree comes after months of careful pruning and 
soil cultivation. 


execution of a piece 
itself than 
piece is your 
months 
blossom on a 
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Do You Know Your Pupil ?: 


By J. Lilian Vandevere 


Do you ever realize, Teacher of Music, that for the one 
or two hours spent with you each week, the children 
spend a far greater part of their time in school, and that 
you could, with profit, find out much about this school 
work, analyze what you hear, and use this material in 
checking up your work, your results, and the reasons for 
the problems that arise? 

Do you find out what subjects in school your pupil 
likes best, and the correlative tendencies in your own line 
of work? Have you experimented to see if your pupils 
read English easily? Do you realize that the diffident, 
slow-spoken ones read music slowly, because the inter- 
pretation of any printed symbols is to them a laborious 
process ? The glib talkers make good readers, but poor 
memorizers. 

Have you ever asked about school reports, and found 
that your plodder is a shark at mathematics, but has to 
be reminded of marks of expression? The one who plays 
with expression talks well, and reads music rapidly, but 
seldom can be relied on to remember details or read 
accurately. 

Could any of your pupils use their music in the school 
program, and so legitimately advertise the fact that they 
are musically well taught? Have you ever asked if piano 
solos are permitted on special days at school, and seen 
to it that if any children played, your pupils were among 
them? Can you tell if there is a school orchestra that 
some older girl might accompany, or a chance to play for 
marching that might be just the incentive for the boy 
who is a problem? Are you sure that your pupils ask 
their school teachers to attend the recitals in which they 
appear? Parents often ask a teacher whose opinion they 
value, to recommend some one in the musical profession. 


What About Reports ? 


Do you ask about reports, for your own satisfaction? 
They may prove that if John can get excellent in three 
subjects, good in four, and good in effort and conduct, 
he can surely achieve creditable results in music with 
proper work on his part. 

Do you link the great masters with their distinguished 
historical contemporaries? Do gavotte and minuet call 
to your pupils’ minds visions of courtly or colonial peri- 
ods? How clearly do they realize that certain solos are 
typical dances or tone pictures of the countries their 
geographies present? Have you shown them pictures of 
peasants in native costume, ready for these dances? 

Do you, know exactly what hour ends school for the 
day, whether it is a private school that sees its flock 
departing in limousines at one-thirty, or public school, 
where the eager, pent-up crowd tumbles out into the 
grateful and all-too-short freedom at three-thirty? Do 
you ask what are the school requirements in home work, 
so that adding this to your other knowledge, you may 
justly determine the amount of work to require and insist 
upon? 

Have you ever compared, in the privacy of your own 
thoughts, the report marks given you by children of the 
same age and grade, and found that the teacher at school 
and yourself could unanimously take certain pupils and 
thrash them soundly, to their own infinite betterment? 
All your devoted efforts will not make even a passable 
player of Sue who reports with the utmost composure 
month after month, “I got fair for general standing, 
again, same as last time.” 

In the near future, credits for outside music study will 
be given in High Schools, and some of the pupils with 
talent and splendid capacities will be free to devote a 
fair amount of time to music. They will be looking for 
well-prepared and progressive teachers. 

Could you define the term “project problem method,” 
that is on every edhe s tongue, and apply it to your 
own work? 

Have you sensed the fact that public school music is 

being brought to a state of coherence and inestimable 
worth before undreamed, and that your pupils, accus- 
tomed to a wide-awake teacher in school and a trained 
supervisor in music must not come to your studio and 
find a dull, uninformed person who knews nothing of 
modern pedagogy, or the pulsing world beyond the studio 
door ? 
Tn an intelligent insight into the pupil’s work in school 
lies a great help to your true estimate of that pupil, and 
an understanding of his needs. Only when you really 
know your pupil are you dealing with him fairly, That 
~ which you can give him will enrich his whole experience, 
and the broadest, quickest, best way to reach each child 
must be found. Are you alert? Do you know your 
pupil? 


Thurlow Lieurance 
(An Authentic Biography) 


Born at Oskaloosa, Iowa, March 21, 1880, father 
a physician. He has no Indian ancestry. His early 
training as a cornetist was in the local band. He 
then studied instrumentation under Herman Bellstedt. 
At the age of 18 he enlisted in the United States 
Army and became a Bandmaster in the 22d Kansas 
Regiment ; served through the Spanish-American War ; 
saved $400, and went to the Cincinnati College of 
Music, where he studied composition under Frank 
Van der Stucken, W. S. -Sterling and piano under 
Ollie Dickeshied; score reading under Bellstedt and 
Van der Stucken. When all his money was spent he 
took a position as chorus man in Sayage’s Castle 
Square Opera Company at a salary of $10 a week. 
During his two years with them he studied fifty dif- 
ferent operas ranging from Pinafore to Tannhauser 
and from his meager sasary purchased a complete 
score of every work he had sung. Standing in the 
wings he reviewed the opera at every performance. 
Then he became a teacher in a small Kansas town. 
He next organized the All-American Band which 
played on the Chautauqua circuits for several seasons. 
In 1905 the United States Government em), )yed 
Lieurance to make Indian records at the Crow Reser- 
vation where his brother was a physician. His 
brother married an Indian woman. He made many 
records which are now kept under seal at the National 
Museum at Washington. He has made innumerable 
records which are kept in a great many universities 
here and abroad. He has visited and made records 
from a score of different tribes making prolonged 
stays at different places. Upon one occasion a wagon 
in which he was riding in the Yellowstone in mid- 
winter broke down, throwing one companion down 
a ravine half a mile deep and injuring Lieurance so 
that together with the consequent freezing, in a 
temperature of 20 degrees below zero, his’ legs be- 
came crippled for life. This is one of the great 
sacrifices Mr. Lieurance has made to preserve Indian 
music. His beautiful songs have had an international 
success and stand as a foremost achievement in 
American Indian music. He, together with his gifted 
wife, have given hundreds of song recitals in all parts 
of the country. 


MRS. THURLOW LIEURANCE (EDNA WOOLLEY) 


-mastery of one’s subject is very essential; but it is not 


Training Pupils in Self-criticism— 


By S. M. Charles 


A Wise teacher does not claim the privilege of criticiz- 
ing the pupils’ work exclusively for herself, but trains _ 
her young charges to be keen and exacting in finding 
fault with their playing, so as to be able to apply the 
proper remedy wherever it may be required. 


Do not our pupils often leave us with a hazy notion 
of what was wrong with the lesson? If the teacher 
merely calls attention to faults without taking pains to 
make her meaning clear to the pupil, or to suggest a 
definite remedy, little is gained. Why not change the 
tune of: “ Your lesson is very bad to-day ; you must by all 
means try to do better,” and say: “What do you think — 
about your playing? Is it just as you would like it to be? 
How could you improve it? What faults ought you to 
aim to correct?” Such questions will cause the pupilto — 
become conscious of her faults and stimulate her toeradi- 
cate them. Too many corrections at one time, however, 
will tend to confuse and discourage the pupil, capes 
if given in a carping and fault-finding tone, q 


Thomas a’Kempis says: “If every year we rooted ~ 
out one fault, we would soon become perfect men.” Let — 
the music pupil apply this to herself, and if she thinks a — 
year too long a time for rooting out one fault, she may 
set about trying to accomplish it in one month. It is 
evidently true that we cannot overcome our faults unless 
we are conscious of them; hence the importance of train- 
ing in self-criticism, 


Come Down to the Child’s Level 


By Ada Mae Hoffrek 


y ' 
Minp should not be left out of the calculations, when 
trying to teach. So many teachers stake their chances of 
success on their knowledge of their subject. Of course, ‘ 


the whole of a -teacher’s equipment. 


A teacher should know how her pupil’s mind is likely 
to act on a subject. Much may be learned by trying to 
recall her own feelings when she was a child; and this — 
will give the teacher a sympathy with students. If 
memories of your own childish thoughts and ways are 
fresh and keen, you will not have to make much of an 
effort to come down to the child’s level. You will in- 
stantly see things from the point of view of the youngest 
student. 


The mind has its ways of taking in different kinds of — 
knowledge and dealing with them; and like the body, it — 
has an appetite for different varieties of food at different — 
stages of growth. “If the teacher knows something of 
these ways in which the mind learns and what kind and 
how much, she will have a better chance of choosing the — 
work suitable to each’ pupil. 


In music, as in every other study, each stage ne de- 
velopment demande its own kind of instruction. The — 
child of five cannot do the work of the one of ten, with 
understanding, interest and enjoyment; and neither must 
you expect the child of ten to show interest or enjoy-— 
ment in work that they should have been doing at five. 
Each age brings with it the opportunity for certain kinds 
of activity, and they will not interchange. 

It is the pupil’s point of view that counts; for it is by | 
his mental activity that the work must be done. The 
teacher must arouse the pupil’s mind; for it must take in 
and assimilate that which is presented. The teacher 
should be able to state clearly why she teaches a certain ~ 
subject, why. she teaches it in a certain way and in a cer- — 
tain order. In preparing a lesson she should see clearly | 
its relation to past and future ones. 


Do not demand from a child that which it is incapable 
of doing at its stage of development and then cail it 
stupid because of its failure. You are the stupid. Just 
come down to its level and remember how your own mind 
acted at this pupil’s age. : 

Professor S. S. Laurie once said: “It is, when you 
think of it, a very daring thing to profess to (ad a 
human bene You are engaged in helping to form the — 
ey most complex, most subtle thing known to man, 

, a mind. Do you purpose to go on from day to day | 
as Seone fancy prompts, tinkering hefe and tinkering 
there, and seeing what comes of it? Surely not.” — . 


One hour of concentrated practice with the min 
fresh and the body rested is better than four hours 
dissipated practice with the mind stale and the 
tired—Emit Sauer. 


ythm, the Talisman in Art Song 
Interpretation 


An Interview Secured Expressly for THE ETUDE with 
ELENA GERHARDT 


Famous Art Song Interpreter 


occasion. 


Art Song or Opera? 
“Wy did I abandon an operatic career for the art 
ong and oratorio? Possibly because the concert plat- 
rm commands and demands a kind of musicianship 
ch is in itself thrilling. At the conservatorium it was 
essary for me to procure a well-rounded musical edu- 
ion as well as vocal training. Therefore I studied with 
composers Hanson and Jadassohn with the idea of 
ring the essentials of the art of music as well as of 
g. Possibly it was this which interested Nikisch 
I first sang for him. He abominated triflers in the 
One had to be thorough or nothing at all. How- 
aver, American audiences who heard that great master 
conductor realized that (at the same time) there was 
hing heavy or stodgy about him. His genius was so 
fine and so brilliant that every performance that came 
under his electric baton was absolutely unforgetable. 
presence was an inspiration in itself; and his orches- 
ras were simply carried away by his magnetic person- 
lity. Back of ail this was his wonderful musicianship. 


| Hurried Preparation a Farce 

“But if one is to benefit from the genius of.such a 
an as Nikisch, one must have first of all an instrument, 
d be able to play upon it. What do I mean by this? 
Most would-be singers want to sing without having any 
preliminary drill. They plunge right into opera arias, 
art songs and oratorios as though they were the normal, 
naterial with which to make a beginning. Are you sur- 
ised when I tell you that for two whole years I was 
confined almost entirely to exercises such as scales, runs, 
mcone and Lutgen. Why? To gain control over my 
strument. In other words, I was making a voice. The 
rage student imagines that one ought to be content 
vith the handiwork of God in the voice that He has 
ven. Of course, one must have all that. But suppose 
ou were presented with a $20,000 Stradivarius; that 
‘ould by no means make you a violinist. Nor could 
ou start your violin study by playing Beethoven con- 
ertos. Your Stradivarius would be worthless until you 
cquired technic. Why under the sun some singers 
yagine they can sing without acquiring a vocal technic 
[ cannot say. Most vocal technical work is altogether 
shallow and insufficient. 


Dangerous to Sing Without Technic 
“As a matter of fact, it is not safe to sing without a 
ic. The emotions in singing are so impelling, 
and so powerful that unless you have the proper 
ynical control, you may easily injure your voice by 
inging. Every vocalist who has a great deal of 
1g to do knows that the. voice must be exercised 
‘I practice scales every day for at least a half 
When I cease to do this my voice slips backward. 
e scales are always sung very softly. Many people 
amazed to hear me do this. They exclaim, “What! 
you do those trifling scales still?’ My only reply 
explain that scales and similar vocalizes are my sal- 
in standing the strain. Here are two of my 
ite exercises. These I sing only in the keys that 
most comfortable for my voice. 
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[Eprtor’s Note: Elena Gerhardt, one of the most eminent art song interpreters of the times, 
was born in Leipzig. Her teacher was Marie Hedmondt. 
“discovering” her and developing her great gift for singing the famous “Art Songs.” Her début was 
n Leipzig, in 1903, Nikisch paying her the extraordinary compliment of accompanying her upon that 
he was engaged at once for the Grand Opera, and made sixteen appearances as “Charlotte,” 
in “Werther.” The appeal of the art song and oratorio was so great that she decided to devote her life 
fo that branch of musical art. Her many tours on the Continent, in England and in the United States, 
ave made her a great favorite, because of extremely musical and humanistic interpretations, showing 
dramatic ability of the,juighest character and a beautiful poetic insight. ] 


Arthur Nikisch is given the credit of 


Another very good exercise for the development of 
an even tone and of tone color is the following: Do - re - 
me - fa - sol—to be sung throughout the entire range 
of the voice—and these syllables are sung in such a way 
that the consonants are distinct, but no more. That is, 
I do not emphasize the consonants, but touch them 
lightly with the vocal organs held in as relaxed a condi- 
tion as is consistent with good tone-production. 

“One could talk volumes about breathing; but volumes 
have already been written, so what is the use? The main 
thing about breathing is to get breath control. This 
comes only with almost interminable practice. One prac- 
tices until almost able to forget about the breath. The 
great principle is economy. Most singers use far too 
much breath. Really very little breath is needed in sing- 
ing the classics. It is the manipulation of the breath that 
counts. Beware of teachers who instruct you to breathe 
in unnatural ways. Your breathing must be comfortable, 
with the main support from the diaphragm. 


The Significance of Rhythm 


“The instrumental performer is taught first of all the 
importance of rhythm. Without an understanding of 
rhythm no player would be accepted in any great sym- 
phony orchestra. The composers of the art songs were 
all great masters. They knew that rhythm was design in 
music. Schubert’s songs, for instance, can be ruined if 
they are not sung with the fine rhythm which Schubert 
himself must have had instinctively in his incomparable 
genius. Take any Schubert song, such as The Trout, 
Hark, Hark the Lark, The Wanderer, To Be Suing on 
the Waters. Unless the rhythm, and by rhythm I mean 
the natural swing of the musical design, is right, 
the work is ruined, no matter how beautiful the voice. 
Nikisch was a great stickler for this. With him a triplet 
was a triplet, it was a crime to alter it in any way. Of 
course, he played so rhythmically that his rhythms were 
positively contagious. He-used to insist that the under- 
standing of rhythm was at the basis of musicianship, 
and that the singer must, first of all, study the rhythm 
as a whole before attempting to interpret a new work. 


Working to the Climax 

“As I have said, the great satisfaction about sing- 
ing an art song is in the fact that it was written by a 
master who sought to accomplish an artistic purpose and 
knew just how to go about it. He worked for artistic 
balance, for beauty of melodic line and for!) a very 
definite musical and emotional climax. One of the first 
things which the singer must do, is to locate that climax 
and examine the roads the composer has employed to 
attain it. This being discovered, the next step is to see 
that the rest of the song is subservient to that climax. 
Many an interpretation is ruined in its effect upon an 
audience by unduly magnifying some unimportant notes 
before the real climax is reached. After study and 
reflection, the student learns to paint with the voice, to 
keep up the musical interest in a straight line until the 
climax is attained. In practically all of the great master- 
pieces the composer has found that the musical climax 
coincides with that of the poetry. Examine Schubert's 
Wanderer and his Erlking and see how astonishing this 
is. I could name dozens of such instances. In these 
songs the dramatic climax comes shortly before the end, 
and the audience is always held spellbound if the songs 
are properly sung by an artist with skill and fine emo- 
tional feeling. 


Sing from the Heart 


“Notwithstanding all the artistry of the singer, the 
thing that counts most is sincerity. In other words, the 
great singers still sing from the heart, and always will. 
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(C) Nicholas Murray 


ELENA GERHARDT 


The public is always most sensitive about this. It seems 
to be able to detect at once whether the artist is sincere 
or whether the performance is merely a stereotyped exhi- 
bition of prowess. Just be yourself, that is all. No 
matter whether you appear in London, Paris, Berlin, or 
in some little provincial town, the people are, first of 
all, human beings. They want to be addressed as human 
beings with human feelings. This is particularly the 
case with the art-song interpreter, who stands alone on 
the concert platform in an evening gown without the 
glamor of the theater. In opera it is somewhat different, 
except in modern works. In some of the older operas 


the music, the words and the action are so artificial that 
the appeal is one largely of artistry rather than art. 
“American audiences have been singularly receptive 


to the art song singer. They are usually warm in their 
appreciation, quick in their musical perception and inevit- 
able in their ability to discern whether the singer really 
means what she is singing or is merely putting on for 
effect. The singer who tries to fool them may do it 
once; but there are no return engagements; and return 
engagements tell the story of the singer’s real worth. 
Americans are acquainted with the music of all modern 
nations, but there is a strong love for the classics, which 
is commendable. We can never hear too much of the 
classics, when they are interpreted properly. The reason 
why some people profess not to like them is that they 
have them inadequately rendered by singers or per- 
formers who have not had the requisite training, or ex- 
perience to appreciate their higher meaning. 


The Potency of the Classics 

“There is a dignity about the classics, combined with 
a feeling of richness and permanence, which is both rest- 
ful and inspiring. Look! On that wall you see a Rem- 
brandt, there is a Titian, there is a Franz Hals. These 
masterly canvases were brought into life over a century 
ago; but here’ they are as resplendent as ever in their 
undying beauty. Think of all the trashy paintings that 
have perished in this time. Why should we waste our 
precious moments with things that are as transient as 
much of the music that is heard one day and forgotten 
the next, when we have literally great galleries of musical 
literature costing us no more than the labor of bringing 
them to life? I wish that students would consider this. 
Of course, fine songs are written in each decade, which 
become classics in another fifty or one hundred years, 
We should sing these good contemporary songs; but let 
us first of all build up our standard of musical taste by 
admiration of the classics. 


Mark Twain Played the Piano 


THE ETUDE in coming issues will be especially 
rich in voice articles as well as piano and violin 
articles. Among the most interesting is one by 
Clara Clemens, (Mrs. Ossip Gabrilowitsch) re- 
lating to overcoming nervousness. It also gives 
a remarkable insight to the musical inclinations 
of her distinguished father “Mark Twain.” 
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The False end the True in Musical iiterpretstun 


By Carol Sherman 


Durtine the last fifty years of the past Century, there 
arose in Germany a philosophical movement that, rush- 
ing through the musical literature of its time, made 
the deep channel of much of our present day criticism. 
The movement found its finest outburst in the writings 


of Dr. Edward Hanslick, although it had been moving. 


along smoothly years before this renowned Viennese 
critic came into prominence. Its tendency was destruc- 
tive to tradition and sentimentalism alike. In fact, its 
purpose was to deny that musicians, when composing 
were assisted by any association of ideas other than 
the mere musical thoughts in themselves. It contended 
that music was a distinct’ faculty that could not well be 
allied with other faculties. It announced, that pure 
music should be written solely to delight the mind and 
not to excite the emotions. It assured us that when 
music affected our feelings otherwise it was not the 
music itself that did so but rather the ideas that custom 
had taught us to associate with it. The blare of the 
bugle, for instance, was not to be looked upon as martial 
music but as music that by long association with war- 
like things raised the picture of uniformed soldiers and 
battle fields in our minds the moment it was heard. 


Musical Realism 


Whether the Hanslick movement succeeded in estahb- 
lishing a permanent basis for musical esthetics or not, 
it did much good by turning the attention of thinkers 
to this weighty subject. It is quite possible that Dr. 
Hanslick’s idea was more logical than that of his more 
fanciful opponents; but it is nevertheless certain that 
all of our composers have frequently given many indica- 
tions in their autobiographies that during periods of 
fecundity they have been deeply moved by a- psychic 
force in which the intellect was but a part. Even our 
most modern musicians of all schools have given numerous 
avowals of their debt to the association of poetical ideas 
during the compositien of their greatest works. Wagner, 
Gounod, Massenet, Dvorak, Saint-Saéns, Grieg, and 
countless others, agree. It would seem that in their 
greatest compositions the intellect has been the mere 
slave of the soul, working automatically and constantly 
to express. some great human experience. 

t is not difficult to imagine the fervor, the delight, 
the ecstasy, the mental supremacy, the enchanting oblivion 
of the composer at the moment he feels the birth of an 
immortal musical conception. . Let him who believes 
that it is a cool, calm, mental process read the auto- 
biography of Berlioz, who at times has used words to 
tell his life story, with almost the same fluency with 
which he used notes. Wagner’s entire musical philoso- 
phy revolves about this one point; and the indomitable 
master becomes more convincing with each succeeding 
page. It is true that much music has been written that 
is clearly intellectual but its use is limited to’a small and 
exclusive circle of musical enthusiasts who can look 
through the symbols into the glorious beyond. 

There are those who enjoy the demonstration of a 
geometrical proposition, who delight in the solution of an 
algebraic problem, and can see a real beauty in the 
principle of the logarithm. These mental stimuli some 
psychologists tell us are almost as grossly sensual as 
other less reputable pleasures that appeal to other portions 
of the sensorium. Unfortunately men of ultra-technical 
training are usually amazed! because others of different 
mental. experience fail to see the true significance of the 
hieroglyphics of the mathematician. Among those of 
less technical educational advantages unable to translate 
the concrete symbols of higher thought, and without 
the mental discipline afforded by their constant company, 
there exists a tendency to look upon the ardent and ex- 
cited mathematician in much the same way in which they 
would look upon a delighted child scrawling meaningless 
circles in a vain attempt to write. 

We are all aware that music was for centuries classed 


with the mathematical studies, in University curricula. ° 


It was a science of symbols as much as was geometry, 
algebra and astronomy. Many to-day look upon much 
of the music of such composers as di Lasso, Willaert, 
Graun and others who contributed to the great stream 
of musical activity that found its culmination in Bach, 
as little more than mere symbols wrought together 
for the purpose of mental or digital exercise and simply 
indicating to the cultivated listener various other musical 
conceptions, much as an algebraic formula is a concise 
method of expressing other quantities. Tt is possible 
that Gounod may have had this idea in mind when he 
wrote his beautiful Ave Maria over the first prelude, 
by. Bach. When these compositions are heard in this 


light, the delight of the auditor is unsurpassable. Unfor- 
tunately, however, to paraphrase one of the expressions 
of Descartes, in his Principles of Philosophy, ‘ 
jority attend to notes, rather than to sounds.” 


False Conceptions 
This very condition besetting the basal concepts of 


- musical interpretation has been brought into our own 


day with the result of making glorious music meaningless 
mockery. It is safe to assert that the great majority of 
musicians, professional and amateur, know music only 
as a mass of symbols. Let the teacher go to the piano 
and after striking middle “C” point to the sign for 
the note upon the printed page and then ask the ad- 
vanced pupil what the symbol means. In every case, 
unless the pupil has, been previously instructed, he 
will respond verbally “C” whereas the correct answer 
would have been for the pupil to have made a vocal 
tone corresponding to the tone already heard. The 
note is the symbol of the sound and not of the other 
symbol that human ingenuity has provided to connect 
the sound and the musical symbol in the mind. This 
is simply the besetting sin of symbolic conception with- 
out an unmistakable connection with the quantity to be 
represented. Educators in all other lines of culture 
are continually striving to make this fact especially 
prominent. _In music it has been almost entirely 
neglected. 

The true function of all creative art is ultimately to 
assist in the elevation of human society. The joy: felt 
in the sense of participating in this upward movement 
is none other than that ephemeral psychic condition some- 
times called artistic inspiration. We have already dwelt 
upon the condition of the creator’s soul at that divine 
moment when he draws an immortal work from the cru- 
cible of his imagination, We have intimated his ecstatic 
distraction when he becomes conscious that he has pro- 
duced a masterpiece that will outlive his very flesh and 
bones. It is an egotism symbolized but feebly in the 
loftiest flights of the master-poets. Alas! Alas! with 
the musician instead of a glorious fresco, a magnificent 
cast, a radiant canvas or a towering cathedral, he finds 
his production encased in mere symbols, poor little notes 
with now and then an indefinite written indication of 
the mood of the composer. He knows that he is sending 
his master-work out to a world of pretenders who will 
read naught but the symbols. He knows only too well 
the distinction between the false and the true musician 
and prays for a means of educating posterity by which 
his work may be spared oblivion. 


True Expression 


The true interpretation of symbols is after all the 
means of determining the success or failure of an artist. 
There are thousands of machines in our streets that 


can successfully play the mere notes of a composition, _ 


but they can never think the sounds. The teacher must 
impress upon the pupil’s mind that notes mean music 
and that with every note played the mind must think 
of naught but the sound that found its source in the 
composer’s soul and running through ages, like an under- 
ground river at last bursts forth to the sunlight of to- 
day, the self-same stream to which the master mind 
of the creator bade farewell years and years ago. The 
artist interpreter must not think of ivory keys with 
levers and hammers attached. His fingers must push 
down sounds not keys. 

This demands technical supremacy and predicates the 
necessity of memorizing. It is said upon good authority, 
that Mozart,: Beethoven and Brahms have transposed 
difficult piano concertos, at a moment’s notice, to suit 
certain orchestral requirements. What better illustra- 
tion could we have of the absolute mastery of the true 
musician. Unconfined by key he expresses music as 
only the great voice of the soul can be expressed. 

Until the technical difficulties, whether they be of 
the keyboard of the voice, violin, flute, trumpet, piano 
or organ, have been mastered completely; until the prin- 
ciples of harmony have been firmly established; until 
the esthetic taste has been highly cultivated; until useful 
historical traditions have become definitely fixed; until 
all of the foregoing have become as automatic as speech 
itself; until the artist is done with artifice and conse- 
crated to human art, there can never exist an approach 
to that sublime moment when the new-born work bursts 
forth from the composer’s soul. Until this condition 
is reached the musician is a false prophet, a charlatan, 
a priest with an empty ritual and an arch-enemy of the 
highest in art. 


‘The ma- 


.enabled thereby to express himself more mp! 


Behind the Senet with Artis ise 


By Harriette Brower 


VI ‘ 
Do Artists Like to Teach? 
Percy GRAINGER is one pianist who confesses — 
a liking. for imparting musical knowledge to others. 
speaking of this branch of the artist’s activities, he said 
“T enjoy teaching immensely ; it is such individual work, 
like conducting, for it is an effort to bring out the r ean= | 
ing of the composer through another medium, another 
mentality. It is showing others how to express ‘the idea; 
and this effort makes the whole scheme even more clea 
and vivid to the artist himself. A true artist-teach 
can greatly assist the student, because he is able to sho " 
him exactly y how certain effects are to be made, provide d 
the pupil is sufficiently advanced to profit by such stig- 
gestions, 
“As for set methods of piano technic, I do not spe- 
cially care for them; in fact \ avoid them. If they « 
not make the pupil think for himself, they are only 
excuse for laziness, because they do the pupil’s thinki 
for him. After laying a good technical foundation, 41 
student can acquire further technical training in ti 
pieces he studies. No, I am against set rules for tec 
If the player wants to play wit» his hand turned up 
down, I dare say he could do it, if he worked at it wi 
the same zeal that he dots with the accepted positio 
This is to say, I believe the artist-teacher should incul- 
cate principles of technical freedom and individuality i in 
every player. : 


af 


The Auditory Pleasure of Good 
Bowmanship 


By Benj. E. Galpin 


Wate the visual pleasure afforded by a body of vi 
linists is second only to a company of well-drilled 
soldiers, let us not lose sight of that other truth—th 
auditory or eat ~pleasure of bowing. 

~A lesson with far-reaching influence may be given by 
having teacher and pupil occupy adjoining rooms so th 
they may hear but not see each ether play with vario 
bowings. This, of course, follows a short discussion on 
“Why Bowing is Important” and you will soon disco 
that most pupils are inclined to make statements wh 
reveal a knowledge of eye pleasure in excess of eal 
pleasure. They will say: “It looks better to see 
orchestra bowing together” and one is not apt to he 
anything mentioned concerning either intonation or i 
flection. 

A good question to start the pupil thinking along the 
lines is: “Can a deaf and dumb man with good eyes 
select the best violinists in a symphony orchestra by si 
ing a motion picture?” or “Can a blind man with a. 
ear criticize the bowings of a a or tell what s 
of bowing is ved?” 

Yes, this is true, and an inspiring revelation will c 
to your young student when he discovers he has 
power to detect by ear alone the sounds of different bow 
ings made by his teacher in an adjoining room. 


- Tricking the Audience 


By Sidney Bushell 


THE widow of Theodore Thomas recalls his Arrz 
ment for orchestra of Schumann’s “Tratimerei,” eé 
with muted strings—“piano, pianissimo, pianississimo, 
as he said. He instructed his violinists, in order to 
phasize the effect at the end, to continue drawing th 
bows across the strings without making a sound. 
audience imagined it still heard the sounds floating o 
to an immeasurable distance, till Thomas broke the spe 
by quietly laying down his baton. 

Possibly it was not very “dignified” to do such a thin; 
but, as Mrs. Thomas relates, when her husband be’ 
to travel with his orchestra, his arrangement of Sct 
mann’s exquisitely dreamy little piece created such | 
sensation with the people everywhere that it might 
most be called the cornerstone of his success. 

Another thing that Theodore Thomas did in his 
cation of the American public to the best in mus 
that he did not hesitate to select the best movem 
a symphony and play that alone. 


A TRUE artist employs his medium as an instru 
expression and he values his own, technical skill i 
handling of it according to the measure that 


Noyes. 


As it is advisable for both author and reader to know 
what any given article is about, we start with a definition 
the word “fad.” It means a “hobby, whim, craze, a 
1, Or amusement, pursued with an excess of zeal.” 

nder this definition, the early folksongs were perhaps 
p scape the ancient Egyptian farmer sang the popu- 


“Thresh for yourselves, O oxen, 
Measures for your masters, _ 
Measures for yourselves,” 


may have bees animated by excess of zeal; particu- 
y if the Nile floods hadn’t come just right in the pre- 
ing year and grain was scarce. Then there were those 
acting songs, a sort of combination of camp- 
ng and vaudeville effects, in which the children of 
ie celebrated some triumph, such as their escape 
the Red Sea or the victory over Sisera. The 
rst is the song of Moses and Miriam, and the second is 
cluded in Judges. These were often full of a striking 
of satire. Thus, in Exodus XIV, Moses at one point 
cclaims with fierce sarcasm, “The enemy said, ‘I will 
‘sue, I will overtake, I will divide the spoil’” Then 
the triumphant recital of what really occurred— 
loss of the Egyptians in the Red Sea. Similarly in 
Song of Deborah and Barak (Judges V), Sisera’s 
r is made to exclaim, “Have they not sped? Have 
y not divided the prey?” Meanwhile, Sisera lies dead 
th a nail in his head, and feels no further interest in 
prey. At some point in these songs the people joined 
ith cheers and applause, and perhaps a short phrase 
choral effect. These songs were certainly fads if 
cess of zeal” is taken into account. 

When Homer composed those ringing hexameters that 
ve made him so unpopular with high-school students, 
too, may have been a victim of a fad. From very 
ly times it was customary for the great leaders to have 
minstrel in their train. Homer was by no means the 
ly renowned poet of his time, for other minstrels, such 
Arctinus and Stasinus carried on ‘similar continued 
ries, in the form of epic poetry. Between them they 
pleted the Epic Cycle, dealing with the entire course 
the siege of Troy. There were eight works in this 
cle, the two by Homer (Iliad and Odyssey) being the 
ones that have been preserved. 


ae 


Tone Pictures of the Greeks 


In classical Greece, the most marked fad of the tonal 
was the development of program music. The large 
ged kithara, and even the smaller lyre, were often 
in the attempts at tone pictures. One well-known 
ance is the effort of a musician to picture a storm by 
s of the lyre. This aroused the ridicule of the wit, 
an, who stated, “I have heard a better tempest in a 
of .boiling water.” His criticism has come down to 
the phrase, “A tempest in a tea-pot.”” On a much 
scale was the tone picture of Apollo’s conquest of 
Python, in which a huge orchestra gave such pictorial 
ects as the hissing of the monster, the gnashing of his 
, and so on. ; 

me had her musical fads in even more marked 
_ The Roman fondness for the flute has been well 
ized in a story by B. F. Anstey. The hero, Duilius, 
s “done the state some service” and is rewarded by 
allowed a permanent flute player. At first the 
would strut about proudly, followed by his musi- 
but finally the perpetual flute accompaniment drove 
n to extreme measures. 


j ' Roman Flute Players 


Phe Roman flute-players were well organized, and their 
iid became extremely powerful by reason of its monop- 
y in performances. At one period, when the musicians 
re shut out of the Temple of Jupiter, where they had 

sviously | been given their meals, they went on strike, 
ring Rome and proceeding to the neighboring resort 
‘Tibur. As no religious festival could be carried on 
Let , the Roman people had to placate them at 

» Senate therefore sent messengers beg- 
_ Aisteplayers to come back. When the latter 
e, the resourceful messengers had a local 
t which the recalcitrant performers were 
- Falernian and other potent wines; and 


fi ment began to per. its effects, 
. “ive ak ‘ae 


By ARTHUR ELSON 


the comatose musicians were bundled into chariots and 
driven back to the city. Their former privileges were 
restored to them, though afterwards, on one day of 
each year, they appeared in masks, to show their shame 
at the inglorious way in which they were brought back. 


The Gaditanian Singers 


A Roman fad of imperial times consisted of the adula- 
tion given to the Gaditanian singers. These vocalists of 
Gaditania (Cadiz) had the high, sweet voices found in 
Southern ‘Europe so continuously. But the singers were 
less fortunate than the flute-players. Instead of having 
good meals, wine, and other privileges, they were re- 
garded as slaves, and forced to preserve their voices by 
the strictest hygiene and the most rigorous attention to 
their physical well-being. One cannot help feeling sorry 
for them; though a little of their training would do no 
harm to the over-fed prima donnas and lyric tenors of 
the present. 

The early Christian music offered no especial addi- 
ties. Starting with congregational singing, in which all 
joined, the choir developed gradually, just as in Puritan 
New England, from the grouping together of the better 
singers. When Christianity became the official Roman 
religion, the churches contained great organs and the 
music became an important part of the service. In A. D. 
400, or thereabouts, Ambrose, Bishop of Milan, system- 
atized it into four modes based on the old Greek scales, 
and two centuries later Gregory the Great called for 
six authentic modes, with six plagal modes derived from 
them. During all this time there was no staff, and the 
Romans had not even understood the principle of the 
octave, having named their notes down through the whole 
alphabet. The Gregorian chant must have undergone 
local variations, and we find Charlemagne sending mes- 
sengers to Rome to bring back the purer style of singing. 
Certainly the crude fourths and fifths of the Flemish 
monk, Hucbald (the Organum), showed little of the calm 
beauty found in whatever old Gregorian music is extant 
at present. With the introduction of the Fauxbourdon 
(thirds and sixths) new developments arose and popular 
music began to diverge from the sacred school. 

The music of the Troubadours was more than a fad. 
It was a melodious popular school, as the many specimens 
left to us have shown. The Troubadours had many forms 
of poetry, such as the chanson, the couplet (love song), 
the sixtine (six-line stanzas with the same end words in 
varying order), the pastorelle, the serenade, the aubade 
(morning song), the pasquinade (satirizing an enemy), 
the ballad, and so on. All these had their music of more 
or less fitting character. The Troubadour school even led 
to comic opera, for Adam de la Hale composed Robin et 
Marion, in the thirteenth century. Still earlier in that 
century was composed the famous English chorus, in 
canon, Sumer is icumen in. By 1325 we find Jean 


de Muris, Parisian composer and writer, lamenting the . 


“good old days,” a complaint heard in almost every epoch. 


Troubadours, Love and Music 


Perhaps the “excess of zeal” of the Troubadours ap- 
peared in their love affairs, rather than in their music. 
Thus William Cabestaing, in the castle of Rousillon, loved 
the chatelaine Margherita. Her lord and master, discov- 
ering the affair, stabbed the troubadour, cut out his heart, 
gave it to the cook to prepare, and had it served to his 
faithless wife, who ate it under the impression that it 
was a deer’s heart. 
retorted by saying that the taste was so delicious that she 
would never spoil it by eating anything more. Her irate 
husband then pursued her with his sword, but she jumped 
from the castle walls, preferring to end-her life in her 
own way. 

More ideal, if stifl rather silly, was Geoffrey Rudel’ s 
devotion to the Countess of Tripoli. He had never even 
seen her, and when he finally landed on her shores his 
excitement was so great that he died of it. 

More touching was the devotion of William de la Tour, 
who loved and married a beautiful girl of low degree. 
When she died he had her tomb so built that he could 
open it at will and he would frequently do this and con- 
verse with his dead bride as if she were alive. Finally 
he came to know that she was dead. Even then he 


ie Aare we. 
Cet UF 


When told what she had eaten she - 
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Musical Fads of Yesterday and To-day 
Odd Musical Customs Down the Ages 


imagined that he could revive her if he said a sufficiently 
large number of prayers, which he gallantly undertook 
to do. 

Most eccentric of all the Troubadours was Pierre Vidal. 
Being in love with a lady named Louve de Penatier, and 
Louve meaning she-wolf, he decided to adopt the role of 
a he-wolf. He clad himself in a wolf skin and had his 
friends hunt him with dogs, continuing thé sport until he 
was badly lacerated. One fails to see how this could 
benefit his cause with the lady, unless she desired free 
advertising. 

The Jongleurs, or paid retainers of the Troubadours, 
were thrown:on their own resources when their masters 
were decimated in the war of the Albigenses. As wan- 
dering minstrels, the Jongleurs achieved a precarious 
living by playing, singing and juggling. Their popular 
hurdy-gurdy (in which a wheel was rotated and strings 
pressed against it) has given way to the modern hand- 
organ. 


Crab Canons 


In the fifteenth century, the schools of counterpoint 
began to develop. Dufay, Binchois, Dennstable, and 
others were active before 1460, and created a school of 
scientific composition. Then came the Faddists, under the 
lead of Okeghem, who developed the so-called “Flemish 
tricks.” They wrote crab canons, in which one voice sang 
a theme forward while a second sang it backward at the 
same time; they wrote puzzle canons, with cryptic direc- 
tions for the different voices, and they set so much store 
on technic and so little on poetic inspiration, that they 
even set the genealogy of Christ to music. A favorite 
direction for canons was “out of light, darkness,’ mean- 
ing that the lighter-colored hollow notes (half-notes) 
were to be taken by the second voice as black (quarter) 
notes. It is not surprising that these excesses led to a 
reaction, culminating in Josquin des Prés. That the new 
school treated technic as a means, and not an end, is 
shown by Luther’s statement, “Josquin rules the notes, 
while others are ruled by them.” 

The great Italian festivals held at the courts of the 
nobility may be regarded as fads, in the sense that men 
of wealth and position were expected to provide them 
for distinguished guests. These were of various sorts, 
always spectacular in scenic effect, but with music varying 
from contrapuntal effects to a number of attempts at 
dramatic expression. Their importance lies in the fact 
that opera and oratorio developed from them. For a full 
account of these early dramatic experiments, the reader 
is referred to W. J. Henderson’s excellent book, “Fore- 
runners of Italian Opera.” 


Early Imitation Music 


The advent of soloists on the organ, and on the primi- 
tive precursors of the piano, led to an evident demand 
for little tone-pictures. These found their best expression 
in the works of the great Couperin and his school, whose 
program effects were always expressed in charming and 
graceful music. These pictures were often full of humor. 
The organist, Froberger, for example, after being 
wrecked in the Channel and rescued on the English side, 
wrote a tone-picture of’ the trip, with suggestions of 
waves and seasickness and various other trials. Rameau’s 
little tome-picture, “La Poule”’ (The Hen), can be. used 
to amuse a class of pupils. It should be played. first 
with no title, letting each hearer record his idea of the 
picture intended. Then it may be repeated with the title; 
and this time the cluckings will be plainly evident. 


A Higher Musical Taste 


Modern progr-m pieces show less of art than the early 
works described above, and in many cases they descend 
to the most meretricious effects. To-day public taste has 
reached a higher level, but in a past generation such tonal 
descriptions as The Awakening of the Lion, vied in 
popularity with the exaggerated sentiment of The 
Maiden’s Prayer. A favorite form of such tone-pictures 
consisted of battle pieces, and even Beethoven thought it 
not beneath his dignity to compose The Battle of Vit- 
toria, Other composers celebrated Prague, Rossbach, 
and various battlefields, with martial music, rattle of mus- 
ketry, boom of cannons, cries of the wounded, and other 
graphic details. 
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Whenever opera grew into a fad, it seems to have crys- 
tallized into conventional forms that prevented its artistic 
development. Such was the case with Handel’s operas. 
Their conventional arias, duos and recitatives were 
molded in such a stereotyped form that one of these 
operas was much like another, and none of them has 
survived as stage works. Yet in their day they were ac- 
claimed with tremendous applause. The adulation given 
to the singers made the prima donnas rather self-assertive, 
as shown by Cuzzoni’s last-minute refusal to sing, until 
Handel forced her to change her mind by threatening to 
drop her from a window. 
in Rodelinda was adopted throughout England as a “na- 
tional uniform of youth and beauty.” But now, though 
some numbers have survived as great solos, no one ever 
thinks of reviving a Handel opera, even as a curiosity. 

The tragedies of Rossini and his school show the same 
tendency toward artificiality, the same “writing down” to 
a public standard that was rather low. The comedies of 
these composers are still delightful, but in opera seria 
they -introduced many conventionalities that seem ridicu- 
The soprano was always persecuted, and 
Whenever she lost her reason, the 
madder she grew, the better she sang. The tenor was 
always the hero, the bass always a villain. The music 
was not intended to heighten the emotion of the words, 
but consisted merely of lyrical sweetmeats. It is strange 
that the composers were content with these conditions, 
Rossini rose to greater heights when Parisian standards 
led him to compose William Tell, and Donizetti's come- 
dies are masterpieces of proper musical expression. Yet 
in tragedy they failed to reach any real dramatic stand- 
ards. The celebrated Sextet from Lucia may serve as 
anexample, the words being an outburst of tragic inten- 
sity, while the music is a mellifluous trifle that has had its 
calm and peaceful measures reproduced on every hand- 
organ. 

Among the solo instruments, trumpet playing was quite 
a fad in medieval and early modern times in Germany, 
Nearly all our orchestral instruments have been improved 
in recent times or have had their technic developed to 
new standards. The trumpet, however, is an exception. 
Trumpet passages from the time of Bach’s youth and 
earlier, are of a florid brilliancy that is almost impossible 
to reproduce today. Probably a smaller and more flexible 
trumpet, called the Clarino, was responsible for the per- 
formance.of these passages. The early prominence of the 
instrument is reflected by the aria, The Trumpet Shall 
Sound, in Handel’s Messiah. 

A favorite custom of classical times was a contest be- 
tween two artists who alternated in performance before 
the same audience. The writer has already described in 


lous at present. 
often driven crazy. 


The costume of the heroine . 


Tur Erunr, the encounter between Handel and Scarlatti, 
after which the latter, who was defeated, would cross 
himself devoutedly whenever Handel's name was men- 
tioned, also the proposed encounter between Bach and 
Marchand, in which the latter heard the former at prac- 
tice, lost all hope of victory and decamped for home. 

In regard to the lament for the “good old times,” 
started by Jean de Muris, we find that this attitude has 
been constantly adopted by the conservatives when pro- 
testing against progress. Doubtless the Italian contra- 
puntists used it in protest against the operas of the 
Florentine Camerati. At a later date, we find Benjamin 
Franklin indulging in the same complaint. To-day, such 
has been the progress of modernism, there are few who 
have not at some time seriously considered what all the 
cacophony means. 

Whatever the ultimate destiny of modernism may be, we 
are evidently in a period of experiments. Just as the 
technic of Okeghem laid a foundation for the expres- 
sive power of Josquin, so our present researches in odd 
harmonic effects should ultimately place new materials 
in the hands of some future tone-master. 


An Easy Way to Become a Modernist Composer 

It must be confessed, however, that we have no one at 
present who is a futurist master. Strauss is a logical 
development from Wagener, Liszt, and a dash of the 
lesser composer, Nicodé. Debussy, some say, began as 
a genius and ended as a talent, and in any case his deli- 
cate charm is that of the small genre picture and not the 
large canvas of broad mastery. No one will be rash 
enough to say that the outpourings of a Scriabine, a 
Schoenberg, or a Malipiero, are the finished and crystal- 
lized products of a new school. These composers, like 
many others, are (or were) still “moving about in worlds 
unrealized.” It is certainly the fashion now to try for 
an advanced style, and much of modernism will thus come 
under the heading of this article. So diverse are the 
various modernists and so jumbled their attempts at 
novelty, that the reader can easily become a modernist 
himself, if he wishes. Let him sit at the piano with his 
eyes shut and play various random chords and runs of 
his own. If he will do this with a_due sense of rhythm, 
we will guarantee that the result will be just as effective 
as many compositions that have won attention for the 
radicals. Yet one must not forget that if modernism has 
become a fad, it is not wholly limited to this. It will not 
only give the future genius new colors to work with, as 
indicated above, but it has already enriched the present 
repertoire with many works of real beauty and definite 
value. From this we may conclude that a fad is not the 
worst thing in the world, and that it may sometimes lead 
to real progress. 


‘ 


The Unthinking Pupil 


By May Crawford 


“Tur hand that follows the intellect. can achieve.” 
At the end of a long day, when the pupils drift before 
us, one by one, do we say savagely and despairingly, 
“But they have no intellect!” Then comes an uneasy 
feeling when we realize that hour after hour we have 
been doing most of the hard work and all of the think- 
ing, thereby dwarfing, instead of expanding, each pupil’s 
thinking power. : 

Are you guilty? I am. But not to the same extent 
as before the realization. It takes constant study of the 
different personalities to determine in what way to pre- 
sent each new problem, in order to keep the mind active— 
and in no other way will a pupil do satisfactory work. 

After all, it is a form of laziness to do the thinking 
for a pupil instead of finding ways and means of 
making that particular mind do its own thinking. 

Wake up! Wake up! 

With you, it is only one irritation in the EAE work, 
but to.that young mind the consequences are far-reaching 
and of life-long importance. Think of it! Stunting a 
mind for life, perhaps warping a soul, because we are 
too lazy to find a way to develop that mind or too 
impatient to aid in its unfolding. And all the time we 
are working almost beyond endurance; nevertheless, we 
feel it is easier and quicker to do the thinking for them. 
However, it is not so for long. Once get them started 
to thinking for themselves, and progress will be more 
rapid and nerves less taut. 

Begin with the very tiniest child. Instead of explain- 
ing carefully and elaborately the grouping of the black 
keys, ask the child to look at the keyboard and tell you 
how she thinks we know one key from another, and so 
on through each successive step. A child may puzzle for 
some time over the difference between a whole and a 
half note, but when she discovers it she has worked out 
something for herself. 


With an older pupil who has never realized there is 
such a thing as thinking in connection with piano play- 
ing, begin by creating interest. How? By giving some- 
thing that will not only be liked, but something that also 
can be well done. The teacher cannot thrust knowledge 
in an unwilling mind; so the first step is to put; the 
pupil’s mind in a receptive state. Study your pupil. 
Does she love action? Can she feel? Is she dreamy? 
Is she bubbling over with the joy of living? If the 
latter, give her something bright and sparkling (Men- 
delssohn, Hunting Song; Moszkowski, Madrid; Reger, 
Polish Dance). For the dreamy ones there are nocturnes 
and serenades/(Turner, Serenade in Db; Field, Nocturne 
in Eb; Moszkowski, Serenata). When one is crying for 
“jazz,” Cymbals and Castanets, by Schmoll, is often a 
stepping stone. There are those who like that which is 
different or odd (Rogers, Witches; Reinecke, Mountain 
Sprite; Lemont, Goblin; Schytte, Mermaid). Make an 
adventure of the new piece. Why begin by showing up 
all the uninteresting and disagreeable points? or there 
will be places the pupil will consider uninteresting, and 
passages the overcoming of which will be difficult, unless 
sugar-coated. 

When once interested, see that the pupil works out 
each detail for himself: Explain fully how it is to be 
done, but let the final working out and understanding 
be the result of his own efforts. \ 

From these small beginnings, gradually lead kim intel- 
ligently into the realm of beauty, from which there will 
be no turning back. Make him feel that life will be 
richer through acquiring these beautiful outpourings from 
the very depths of strong men’s souls. And to feel that 
if a composition really belongs to us it ‘must be thor- 
oughly studied, thought over, loved and played into our 
very being. It never belongs to us until jit comes with 
no apparent effort and we are lost in the beauty of it or 
thrilled by its story. 


THIS ETUDE _ 
ANNOUNCEMENT 
WILL PLEASE 


THOUSANDS | 
Music in the Public Schools 
This Series will Beginin 
the Next Issue 
EALIZING the _ ever- 
tightening bond between 
the musical work in the public 
school, the musical home and 
theprivate music teacher, THE - 
Erupe Music Macazine has 
had under preparation for 
months a series of masterly 


articles written expressly for 
this magazine by 


America’s Foremost Public 
School Music Experts — 


Thousands. of parents, stu 
dents and private teachers, 
who have deep concern for the 
best in systematic musical 
progress, will want to read 
these articles closely. Watch 
Tue Etrupe for the coming 
year for this substantial and 
constructive series. Among 
those who will participate are 


A. J. Abbott 

Walter H. Aiken 
Frank A. Beach 

John W. Beattie 
Russell Carter 

Mrs. Francis E. Clarke 


T. P. Giddings 
Mabelle Glenn 
Edgar B. Gordon 
Eugene M. Hahnel 
Ernest Hesser 
Harvey Worthington — 


Mary M. Conway Loomis 

Julia E. Crane J. E. Maddy 

Hollis Dann Osborne McConathy 
Peter Dykema William W. Norton 


Will Earhart 

Charles H. Farnsworth 
Otto L. Fischer 

George H. Gartland 
Karl W. Gehrkens 
Thomas L. Gibson 


Gertrude B. Parsons 
“Enoch Pearson 
Thomas Tapper 
Paul J. Weaver 
Glenn H. Woods 


and others representing the 
Public School Music Move- 


ment from coast to coast. 


Leading music _ supervisors 
everywhere enthusiastically 
appreciate the value of The 
Etude in every home in stimu- 
lating a larger musical interest 
, in the community and pro- 
viding invaluable sources for 
supplementary musical in- 
struction. The new series will 
help every supervisor from 
coast to coast by explaining and 
stressing the importance of his — 
aims and activities. | a 


~ 
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The Teachers Round ‘Table 


Conducted by PROF. CLARENCE G. HAMILTON, M. A. 


This department is designed to heip the teacher upon questions pertaining to ‘‘How to Teach,’’ ‘‘What to Teach,”’ etc., and not technical 
problems pertaining to Musical Theory, History, etc., all of which properly belong to the Musical Questions Answered 


department, 


; The Weak Fingers 


Aside from exercises at the table and keyboard, 

- what can one do to improve the lifting power of 
_ the fourth finger? The cords seem to be useless 
after the finger has been raised about a quarter of 
an inch. Is this not open to improvement by some 
treatment of the muscles or cords? Do you believe 
that a great deal of finger practice for independence, 

at a table, will eventually produce results with the 

fourth and fifth equal 0 the second and third 

fingers? 
You broach here a problem which claimed the atten- 
tion of most piano teachers through the greater part of 
the nineteenth century—namely, how to equalize the 
fingers. Schumann permanently lamed the fourth finger 
of his right hand by a determined effort to raise it 
higher. Machines were invented to hold the fingers in 
an elevated position, and exercises for the “weak fingers” 
were turned out galore. 
_ The tendency of modern technic is, however, to train 
each finger to do only what its natural limitations per- 
mit, and not to subject it to undue strain in order to 
force it toward an impossible goal, According to this 
of itt d ibl 1, Accord to th 
“principle, the burden of the work is placed primarily 
‘upon those fingers which are most fitted to sustain it 
and the less mobile fingers—particularly the fourth—are 
y _ helped, when it is necessary, by other devices. 

- Among these auxiliary devices are particularly two— 
_ the free action of the hand and the rotation of the 
forearm. Let me suggest means by which these may be 
~ put into action. 

Raise your forearm easily over the keyboard so that 
the hand hangs down almost vertically from the wrist 
toward the keys. Keep this position for a few séconds, 
until you realize the perfect limpness of the hand. 
Then lower the forearm until the fingers rest quietly on 
the keys: 


ie tx; 1 


uy 5 


2s 


Re 
a 


while the wrist is an inch or so above the level—a 
position which will insure continued freedom of the 

hand. Now throw the hand and forearm from the 
elbow quickly to the right, so that the fifth finger 
strikes D smartly, and the hand is perpendicular above 
it, with the thumb on top. Hold D for a second, and 
then throw the hand quickly to the left, striking G with 
the thumb. The hand should now be perpendicular in 
. the opposite direction, over the thumb, so that the 
_ little finger is uppermost. Rotate again to the right, 


; assuming the first position, and continue rotating to 
L 


the left and right for some time, until you can do so 
with the utmost ease. 

Having thus practiced the forearm rotation in its 
most pronounced form, you may apply it to a slow 
| trill between the fourth and fifth fingers, rotating to 

right and left as before. 


Ex.2 
i 


» ‘ight left right left 


Similarly play a slow trill with the fourth and third 
fingers on C and B. a 
_ After mastering the rotatory pre ramsenis in this ex- 
aggerated form, the trills may be gradually quickened 
and the amount of rotation decreased until the hand is 
nearly quiet. The principle of rotation should still be 
_-present, however, and the hand should throughout re- 
tain its perfect looseness from the wrist. 
_ Similar motions should be performed by the left hand, 
ind with other Pairs of fingers. ‘All these exer- 
_ cises, by the way, may be performed on a table, al- 
though I am one of those who betieves that a real 
0 is the best medium on which to practice piano 


. 


tec! nicl 
A do not mean, moreover, that the above exercises 
should supplant those for independence of the fingers, 
S as you suggest. Only do not worry too much 
Sie those things equal sghicks were created 


with the art of foreign nations does 
try gain the individual and separate life 
nalit) AR 
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Relax! Relax! Relax! 


I am a girl of fifteen and am now working on 
Rachmaninoff’s Prelude in C Sharp Minor, but I 
find I am going to have trouble with the middle part 
unless I correct a tendency to stiffen up. I have 
noticed this much lately: If I try to play very 
loudly or rapidly the muscles in my elbows and 
wrists stiffen, and the process becomes painful. I 
have been adyised to relax thoroughly; I do so but 
as soon as I try the part, the same thing happens 
again.— INQUIRER. 


It certainly will do you little good to relax before 
playing if you fail to relax while playing. My suspicion 
is that you stiffen up in playing the big chords of the 
first part of the Prelude, and remain so during the 
middle part. 

Let’s see how this will work: Before beginning the 
Prelude, hold both hands above the keyboard so that 
they dangle loosely from the wrist. Then in sounding 
each note or chord, relax the hand and arm instantly 
when the tone is ‘heard retaining only just enough 
pressure to keep the keys down, if the notes are to be 
sustained. It may even be well at first to raise the arm 
above the keys, letting the hand hang loosely again for 
a few seconds after each tone is sounded. Remember 
that the surest way to acquire stiffness is to press hard 
on the keys after they are sounded. Keep relaxed, 
therefore, just as much as possible. 

Now, in tackling the second part, where the right 
hand plays rapid triplets, try this process, practicing at 
first with the right hand alone: 

Lay the hand loosely on the keys, with the upper 
side of hand and arm about level. Now play the -notes 
slowly, giving about a second of time to each. In sound- 
ing each note, raise the finger—kept firm and curved— 
a little above the key, and, as the finger descends, let the 
wrist-end of the hand jump up so that the following 
position is assumed: Wrist 

Hand 
Forearm 


Finger 


The wrist then sinks back to its former position. You 
are now using the hand touch, the essence of which is 
the reaction of the hand against the wrist, as just shown. 

As the speed increases, this reaction becomes less 
evident, so that the upward jump of the wrist is scarcely 
perceptible; but the same condition should prevail, and, 
however rapidly you play, you should have a continual 
sense of freedom at the wrist. 

Let me caution you, too, to beware of forcing the tone. 
Play softly and quietly until you are sure of the loose- 
ness of the wrist; and do not at any time play so 
heavily that the wrist stiffens. Do not let any number 
of f’s, double f’s or even triple f’s scare you out of 
that fundamental ease and self-command which is the 
attribute of the true artist. 


Sight Reading Again 


I have a pupil of seventeen who, notwithstanding 
her beautiful playing of prepared work, has diffi- 
culty in playing third grade music in D and A, 
sharps being left out. Any suggestion as to what 
course to pursue, or what text books to buy, will 
be invaluable—S, K 

If your pupil studies her regular work with accuracy 
and care, I should not worry too much about her 
sight-reading, which is merely a question of routine 
practice. Give her some standard collection of moder- 
ately easy music, such as K6hler’s Sonatina Album or 
Sonatinas, New and Modern (Presser edition, Nos. 49 
and 271). Assign certain pages—perhaps five or six 
for sight-reading each week, and insist on her playing 
a section of these in perfect time, without stopping for 
mistakes, each day. Also, encourage her to read duets, 
and spend a part of each lesson in duet practice. She 
needs daily experience and exercise, just as one does 
when learning a foreign language. 

If your pupil disregards the signature, try requiring 
her to draw a circle about each note in a piece that 
would be affected by it. If there are three sharps in 
the signature, for instance, let her circle each F, C, 
and G. In this way she will cultivate the habit of 
paying proper attention to these details. 


Full name and address must accompany all inquiries. 


College Boys and Music 


How can college boys become interested in musie 
who are engaged nearly every hour in regular col- 
lege work? Two of my young men pupils are be- 
ginners. What can I give them of a tuneful nature? 
Can you give me some ‘general suggestions as to 
how to teach boys ?—M. T. 

Practical music in a college furnishes many diffi- 
cult problems owing to the limited time which can be 
devoted to it, and to its continual conflict with the 
more deeply rooted college studies. I believe that 
there is little use in attempting to teach piano to a 
college student unless he is warmly interested in the 
subject. Even then, it will take much tact and patience 
on your part to keep up his enthusiasm. 

Boys like music that is straightforward in structure 


and of decided rhythm. Marches, minuets, gavottes, 
and the like, come under this head—and nocturnes, 
reveries, romances, do not. Emphasize phrase-structure 


and an obvious accent on each first beat. 

Also, boys like to work out their own problems, 
rather than to follow a teacher’s directions continually. 
Get a boy to work out his own scheme of practice, and 
he will take some interest in it. Problematic music, 
too, often appeals to him, such as Bach’s Little Preludes 
and Fugues and the Fifteen Two-part Inventions. 

Generally, too, boys are much slower than girls in 
acquiring facility of reading and technic. But don’t 
be discouraged, for if a boy once gets really started, 
he will put a rhythmic pep into his performances that 
will gladden your heart! 


An English Educator’s Material 


What, in your estimation, is the best way to teach 
pianoforte touch, especially to beginners? Do you 
recommend Child’s First Steps, by Matthay? I have 
become interested in Matthay’s works and have 
given them some study. In the case of young chil- 
dren, to begin with the larger (arm) movements and 
to pass gradually to the smaller (finger) move- 
ments, seems to accord with the psychology of the 
child, and appeals to me as feasible. 

Mr. Martruay is preéminent as a piano pedagogue, 
because he has had the courage to throw overboard the 
traditional lumber of piano teaching, much of which be- 
longs properly to a by-gone age, in favor of modern 
scientific principles. He advocates no hard-and-fast 
“method,” but is ready to accept at any time new ideas 
that are founded on a rational’ basis. 

First in importance, according. to his plan, is a careful 
study of the inside of the piano—and especially the 
relation between hatmmers and strings. As the real 
source of tone, this relation should determine the way 
in which the keys are manipulated. 

Proceeding now to the playing apparatus, he insists 
primarily on the perfect relaxation of hand and arm, 
because any undue muscular stiffness is a distinct detri- 
ment to playing, just as though one tried to play with 
a string tied around the fingers. Having secured this 
plasticity, he proceeds to train specifically those muscles 
which are needed in playing. Here he distinguishes 
three principal species of touch: the finger, hand and arm 
touches. The first is produced by the fingers alone, and 
the second by the fingers united to the hand, which is 
thrown from the wrist. There are two divisions of the 
third species: (1) that in which the forearm from the 
elbow is the important factor, and (2), that in which the 
full arm, directed by the shoulder muscles, is employed. 

As an important aid in all these touches, Matthay em- 
phasizes the rotation of the forearm, from the elbow— 
one of the most natural of all muscular motions, as is 
evidenced in the old saying, “as easy as turning your 
hand over.” Properly used, this rotation is a valuable 
factor in focusing the muscular activity exactly upon 
its object, and in directing the weight of hand and arm 
to the best purpose. 


Mr. Matruay’s work is distinctly not a beginner’s book 
or instructor, but rather a twenty-one page work, largely 
text devoted to directions for hand shaping, touch, ete., 
and is to be used as a guide with some general method 
or beginner’s book giving the regular educational material, 
—EpITor. 


ee 
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BRIEF FACTS AND FANCIES 


Do you think you know Beethoven's 
music well? Look up the word “Mando- 
line” in Grove’s Dictionary, and: you will 
find a piece written by Beethoven for that 
instrument which you may not have heard 
before. He also wrote an Adagio in E flat 
for the same instrument. This mandolin 
piece, by the way, might make an easy- 
grade violin solo in the first position, ef- 
fective as a study piece with an accompani- 


ment for piano that is in reach of many 


violin teachers. 

“Concentration” is an essential in all 
music study; but too much even of this is 
not a good thing. We recall to mind the 
case of a remarkable flute-player who de- 
voted years to acquiring technical profi- 


ciency but finally had to give up the 
instrument jiist''as he was “getting some- 
where.” He lavished so much attention 


upon his flute he forgot about his teeth and 
had to have them all pulled out on account 
of pyorrhea. 

Walking along Grant Avenue in San 
Francisco’s Chinatown recently, we came 
on a curio shop which displayed in the win- 
dow a leather brass-bound trunk of curious 
design, labeled “Jenny Lind’s hope-chest.” 
It was used by the great singer when she 
passed through the city in the early 
sixties. : 

The music of the sad sea-waves is likely 
to have the accompaniment of a bell-quar- 
tet in future. Off St. George, Staten 
Island, a new bell-buoy has been anchored. 
The buoy has four bells giving a definite 
chord so that it can be better located by 
fog-bound mariners. The former bell- 
buoys of one bell can be heard but there 
are so many that sound alike that they do 
not identify their locality very well. 


TRUE art ennobles any hall, and earning ° 


in a decent way for wife and child is no 
disgrace—even for an  artist—RICHARD 
STRAUSS. 


MUSIC AND YOUTH 


TEACHERS who have pupils of the so- 
called “dangerous age” of adolescence 
ought to be interested in the following 
quotation from Professor G. Stanley 

_ Fiall’s famous book, “The Psychology of 
Adolescence.” It occurs in.a chapter on 
the increase of sense-perceptions—hearing, 
seeing, feeling, etc—which comes as child- 
hood is left behind: 

“Music, which may have been cultivated 
much before, now comes to mean unutter- 
able things and acquires new interest. 
Very often discords, too, become painful 
to an unutterable degree, and if war, love 
and religion be the three factors that have 
cadenced the soul to the rhythm out of 
which music was born, this is what we 
should expect at this age, when the in- 
greatly reinforced. Most of these new 
stincts which underlie all three are so 
manifestations are transient in those who 
do not develop great musical power, but 
even in these they are often well unfolded 
for a time. 

“Of 556 young people, Lancaster found 
that 464 had an increased love of music, 
often amounting to a passion, which, how- 
ever, soon passed. The curve of this love 
culminates at fifteen and declines rapidly 
after sixteen. In many cases ‘everything 
is given up to music for a year or two, 
and then it is dropped.’ Some imagine 
themselves great musicians and see audi- 
ences spell-bound ‘and applauding with 
waving handkerchiefs. Some purchase in- 
struments and take lessons with enthusi- 
asm for a while, but the spell soon passes. 
Young children who have been made pain- 
fully nervous by music are now filled with 
rapture by it, and are sometimes easily and 
deeply moved to tears. There is a new 

“love of rhythm and of melody, a high 
sense of the possibilities of music as a 
means of expression, delight in opera, 
etc, 


~The Musical Scrap Book 


Anything and Everything, as Long as it is Instructive 
and Interesting 


Conducted by A. S. GARBETT 


HOW MANY DO YOU KNOW? 


FoLLow1nc a performance of Saint-Saéns’ 
Carnaval.des Animaux, by the New York 
Symphony Orchestra, Mr. Richard Aldrich 
wrote an erudite article on bird-calls and 
other animal-sounds suggested in music, 
which’ was published in the New York 
Times. How many such pieces can you 
call to mind? Omitting the historically re- 
mote, here are some of those Mr. Aldrich 
mentions. Are you acquainted with 


Claude Daquin’s Ooucou? 

The cuckoo and the cock in Bach’s clavier 
Sonata in D? 

The cuckoo and the quail in Beethoven’s 
Pastoral Syniphony? 

The cuckoo calls in the second act of Humper- 
dinck’s Hansel und Gretel? 

The cuckoo in Mahler’s First Symphony? 


_The hen in Rameau’s La: Poule? : 
“The suggestion of the cock-crow in the inflec- 


tion of The Hvangelist’s voice relating the 
denial of Peter, in Bach's, Matthew Pas- 
sion? 

he cock-crow in Saint-Saéns’ Danse Macabre? 

The squawking of the white peacocks in 
Strauss’ Salome? : 

The trilling nightingale in 
Rossignol en Amour? 

The numerous nightingales and other birds in 
Handel’s operas and oratorios, including 
Rinaldo, L’Allegro, and Joshua? 

The “mysoli’’ bird (whatever that is), in the 
air Oharmant oiseau, from David’s La 
Perle de Bresil? 

The menagerie of birds and beasts in Haydn’s 
Oreation? 


Couperin’s Le 


The 
through Wagner’s Siegfried? 

The binds with which Nedda sings in Pagli- 
acci? ‘ 

The winged creature in Henselt’s Jf I Were a 
Bird? 

The horses in Wagner’s Die Walkiire? 

The horses in Schubert’s Hrl-King? _ 

The steed of Mazeppa, in Liszt’s symphonic 
poem of that name? 

The jackass in Mendelssohn’s 
Night’s Dream Overture? 

The flock of sheep in Strauss’ Don Quixote? 

The toad and the snake in Wagner’s Rhine- 
gold, when Alberich “shows off’ to Wotan 
and Loge—and of course, afner, the dra- 
gon? 

The frogs that hop and flies that buzz in 
Handel’s Israel in Dgypt? 

The butterflies in Grieg’s Papillons? 


bird—species unknown—that warbles 


Midsummer 


There are of course many others, and 
even Mr. Aldrich omits some famous ones 
—the lark in Schubert’s Hark! Hark! the 
Lark!; the fiery, fiery horses in Mendels- 
sohn’s Elijah; whole flocks of larks, night- 
ngales and thrushes in our popular ballads; 
the gold fish in one of Debussy’s pieces. 
But the above are enough to go on with. If 
anybody wants to know about the “mysoli” 
bird in David’s Perle de Bresil, our guess 
is that it is to be found only in the “man- 
zanilla tree,” which flourishes exclusively 
in Meyerbeer’s L’Africaine. 


LLOYD GEORGE AS HYMNOLOGIST 


Ir must not be forgotten that the oldest 
example of secular part writing is the Eng- 
lish Sumer is icumen in, and a lifelong 
search for similar manuscripts on the part 
of Richard Terry—now “Sir” Richard— 
has unearthed many valuable additions, and 
earned the former Doctor Terry, organist 
of Westminster Cathedral (Roman Catho- 
lic), his knighthood. His recognition, how- 
ever, is in part due to a long-sustained 
friendship with Mr. David Lloyd George, 
the volatile and versatile ex-Premier of 
England. 

Writing of this in the London Graphic, 
Mr. Hannen Swaffer tells us that “it was 
twenty years ago, or thereabouts, that Terry 
and Lloyd George first met. Members of 
a house-party in far-away Northumberland, 
they started.to talk about church-music and 
the conversation naturally drifted to old 
Welsh hymn tunes, concerning which Terry 
discovered, much to his surprise, David 
Lloyd George was an authority. The old 
Welsh folksongs-had died almost like old 
English music, except that they were re- 


membered by ear and sung by the people 
on the hills. And Lloyd George, passion- 
ately fond of music, and a man with a 
good baritone voice, had remembered from 
his boyhood days all sorts of hymn tunes 
no longer used in the chapels of the towns. 

“So Terry and Lloyd George sang hymns, 
and their friendship was cemented, a 
friendship which went on unbroken despite 
Lloyd George’s rise to fame. Indeed, when 
tired and worn out and needing a change, 
Lloyd George once had Terry as his guest 
at his Welsh home, and there they sang 
Welsh hymns together in the evenings. 

“And Downing Street on many: occa- 
sions, became a sort of sing-song, where 
Dr. Terry would play while the Premier 
joined in the chorus of old Welsh tunes. 

“But those Downing Street concerts will 
not finish there. For some years now, Mr. 
Lloyd George, Sir Walford Davies, Sir 
Richard Terry and Sir Henry Hadow have 
been working on an anthology of church 
hymn tunes which they will publish to- 
gether.” 


THE “GRADUATION” 


As everybody knows, Theodor Lesche- 
tizky spent some time in Petrograd, teach- 
ing at the Conservatory. Here is an 
amusing experience related in his memoirs: 

“The passport regulations, as everyone 
knows, have always been severe in Russia. 
Now Rubinstein, having no diploma from 
any conservatory, was simply put down as 
‘A. Rubinstein, son of a merchant.’ Strange 
as it may seem, this insignificant circum- 
stance had been a serious annoyance to 
the great artist. One day he said to some 
of his friends, professors at the Conserva- 
tory: ‘Please look at this abominable thing, 
my passport. Could anything be worse? 
Gentlemen, give me an artist’s certificate.’ 

“Highly amused, we nevertheless pre- 
tended to take the matter seriously, and 
informed our world-celebrated comrade 
that if he wanted a certificate he must earn 
it, as others did, by taking the prescribed 
examinations. So we all assembled in the 


OF ANTON RUBINSTEIN 


Conservatory hall, and Rubinstein, not 
without mock tremulousness, went through 
the ordeal. Then, after mature delibera- 
tion, we decided that the certificate should 
be awarded, and Dreyschock and I signed 
the document with due pomp and solem- 
nity, presenting it to our friend.” 


Rubinstein’s anxiety about his passport 
is easily understood. In his own memoirs 
he relates more than one unpleasant experi- 
ence with Russian passport officials arising 
out of his Jewish ancestry and his unrecog- 
nized profession of “artist.” He once lost 
a trunkful of manuscripts that way; a 


certificate from the official “Royal Con- 


servatory” probably looked more imposing 
to the stupid customs officers than anything 
else he could have shown them—including 
an autographed manuscript of his Melody 
in F; when all is said and done, his best- 
known work, 


THE ETUD 
WAGNER'S VIEWS ON “FAME” — 
IMMorRTALITY in music comes to so few 

of us that it is almost comforting to learn 
that those who are certain of it have their 
moments of doubt as to its value. Carl 
Goldmark in his “Memoirs,” printed in the 
Vienna “Neue Freie Presse” and trans- 
lated for American readers in “The Living 
Age,” gives the following curious anecdote 
of Wagner which illustrates the point: 

“Richard Wagner visited Austria in the 
early sixties to direct his concerts. He 
lived in Penzing, close to Vienna, and I 
lived in the neighboring -village, Unter-St. 
Veit. One evening I was strolling through 
the country with a book in my hand. It 
was already dusk. I heard someone calling 
in the distance and saw two men coming — 
toward me. I thought they were a trifle 
jolly and sat down on a stone to let them 
pass. When they came closer I recognized 
Richard Wagner with one of my acquaint- 
ances. It was Wagner who was making 
all the noise. . He objected to the fast time 
in which a chorus in “Lohengrin” was 
given in the Vienna representation, and 
was singing over the part as it should be. 

“After I was introduced, we all went to 
his villa, wheré he kept complaining about 
his pecuniary distress. .. 1 dislike 
exceedingly anything that smacks of senti- 
mental posing, and it was a real sympathy 
which caused me to say: ‘But, my honored 
master, do you find no comfort in the con- 
sciousness of your greatness, your immor- 
tality ? 

“He replied: ‘Ah, what does that amount 
to? What has that to do with the case? 
Cherubini lay on his death-bed and he did 
not like it. He didn’t want to die. He 
struggled against it, bewailed his approach- 
ing end-..When someone reminded Berlioz | 


_on-his death-bed that he would be immor- 


tal, he resented it and exclaimed: ’ 

of your bad jokes!’ 
“After that I never tried to console the 

master.” 


HOW THE MINNESINGERS LIVED 


Sincers who travel thousands. of miles 
and receive fabulous sums—there are some 
who do—may be interested in the follow- 
ing account of how they would have pros- 
pered in medieval times as Minnesingers. 
This account is taken from a fascinating 
volume: of Old German Love Songs, by 
F. C. Nicholson. 

“They (the Minnesingers) led for the 
most part a restless and uncertain life, for 
few of them were fortunate enough to 
secure a permanent position with a wealthy 
patron, and failing that, they were forced _ 
to travel from one place to another; those 
of the better class on horseback and gen- 
erally accompanied by an attendant; those 
of the lower class on foot. Their principal 
halts would be made at the courts of the 
nobles, where they would be likely to find 
the most sympathetic audiences; indeed, 
as amusements of any kind were ’scarce in 
those days, a singer of any merit could gen- 
erally count on a welcome and would be 
hospitably lodged during his stay. Before 
his departure he would receive a donation 
of more or less value, generally in the 
form of money, jewelry or clothing. 

“Of course, the professional Minnesinger, 
whatever his rank, looked for material 
reward, and, as a rule, demanded it with a — 
great deal of insistency; as liberality was 
considered one of the cardinal virtues in — 
medieval times, he would have less scruple 
in urging his audience to practice it, and in 
fact: such petitioning was taken quite as a — 
matter of course and was not looked down ~ 
upon as begging. He might often, how- 
ever, remain for a considerable -time in- 
one place, especially during the winter, 
when traveling was almost impossible and 
when his art would prove doubly 
acceptable.” ; 
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VALSE PETITE 


A good teaching or recital plece (not for dancing,) introducing a variety of less conventional figures. Grade 3. 
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Most Recent Additions 


PIANO 


BILBRO, MATHILDE 

Melodic and Technical Studies 
for the Adult Beginner on the 
Piano (English and Spanish text) 
COUEG |, CNS ie yt net 


is 


DILLER (ANGELA) AND QUAILE 


(ELIZABETH) 


Third Duet Book (Vol. 106)..net 1.25 


PFEIFFER, AGATHA 
Pedal Studies (English and 


Spanish text) (Vol. 120)................ net 1.00 


SISTER MARY HELENA 
My First Lessons in Music. 


BROW MTV OLS CL 5) c.ceccsvechesescesesovses net 1,00 
The Same. Book II (Vol. 136) 
net ,60 
SMITH, HANNAH 
The Little Pianist: 
Part I: To Begin With (Vol. 
PARA MERREMERE (feo. P oats. eden ri aesesur’ ssapensss net 15 
Part II: Steps Ahead (Vol. 114) 
; net- ./5 
STERNBERG, CONSTANTIN 
First Studies in Polyrhythms. 
Op. 118. (English and Spanish text) 
PUMP Morey dae tensa tavaceacts cee cosas. net .90 
ORGAN 
MACDOUGALL, HAMILTON C. 
Dramatic Pedal Studies. (Vol. 
* ISD) cuss LSet Bereta 3: Seno eee net .15 
VIOLIN 
LEVENSON, CHARLES 
First Scale Studies (English and- 
Spanish. text). (Volo 119) .:....7......: net 15 
SVECENSKI, LOUIS 
Preparatory Exercises for the 
Trill, the Vibrato and the Stac- 
cato. Preceded by Constructive 
Studies for the First and Fourth 
Baers (Val. oUt) neste ste si2 net 1.25 
WEISBERG, A. H. 
A Complete School of Shifting 
(English and Spanish text) (Vol. 
SIRO) Perea te eek Se om ee eae Sar net .60 
Foundation Exercises for Fing- 
ers and Intonation (English and 
Spanish text) (Vol. 132)........00s06. net .60 
CLARINET 
STIEVNARD, EMILE . 
Practical Study of the Scales 
(English, French and Spanish text) 
LOVOOL BD aa cycsncacagsstenscckiguecsvtoorssseves net 1.50 
GUITAR 
ROCH, PASCUAL 
A Modern Method, Vol. 2 (Eng- 
lish, French and Spanish text) (Vol. 
OPW, Foot Casta bee eo net 2.50 
VOICE 
SILVA, GIULIO 
Advice to Beginners in Singing 
(English and Italian text) (Vol. 112) es 
net 1. 
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640 West 49th Street, New York City 
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The Spirit of Old-World Artistry 


costs no more than a high-grade 
upright piano. 


lives in the men who make the 
Brambach Baby Grand. Theirs is a 
teal achievement. The instrument 
is one of highest quality. Its tone is 
delightful. Its responsiveness superb. 
Think of such qualities in an instru- 
ment that fits in the same space and 


Sold by leading dealers everywhere. 


Just mail this coupon for Brochure and 
pattern showing how the Brambach fits into 
the smallest studio or music-room. 


awweart = = 
Fill in and 

mail this coupon. 
7% BRAMBACH PIANO CO. 
7 Mark P. Campbell, President 

? ¢ 640 West 49th St., New York City 


? Please send me paper pattern showing 
¢ size of the Brambach Baby Grand. 


4 Name 
Address___ 


- 
paged 
- 
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Baby Grand 


THE BRAMBACH PIANO CO. 


Ease and Fluency in 
Piano Playing 


Do You Possess These Qualities ? 
READ 


Weight and Relaxation Method for the Pianoforte 
By Jacob Eisenberg 


The Musical Observer Says: 

Getting Maximum Results on the Piano with a Minimum of Effort 
Mr. Hisenberg has developed a practical handbook and one that should be most 

useful to students generally. He gives an exposition of the natural method of playing 

the piano which impresses one at once as the right method. Mr. Bisenberg has 

explained his subject very lucidly and a knowledge of the principles set forth will be 

a decided advantage to any piano student.—December, 1922. 


ss ve 
The Musical Courier Says : 
Jacob Hisenberg has written a valuable book the title of whieh explains the 
nature of its contents as well as its object. 
It is really difficult to see how the student could go wrong with this guide con- 


stantly available for actual comparison.—November 23, 1922. 


The Musician Says: 

Simplicity, clarity and conciseness are characteristies of this latest and most 
important contribution to the literature of piano study, : 

Weight ab Relaxation Method for the Pianoforte, by Jacob Eisenberg, deserves 
widespread Saiuiariey and intimate study on the part of all persons who are con- 
cerned in any way with the study or teaching of the pianoforte. It cannot fail to 
interest or profit them. / 

It is fundamentally scientifie and free from fadism or unsound theory.—January, 


Jacob Eisenberg Publishing Company 

P. O. Box 41, Station G, New York City 

Will you please send me a copy of WEIGHT AND RELAXATION METHOD 
FOR THE PIANOFORTE by JACOB EISENBERG? i ’ 

I will pay the postman $1.50 (plus postage) upon its arrival. - 

(Or you may send $1.50 with your order and we will send it to you postpaid.) 

It is understood, however, that in either case, I am the sole judge of the value 
of this book to me. If I am not thoroughly satisfied with it I may return it within 
five days and receive my money back immediately. 
Signed A GOPAME c 4ic 0c chs vibe 6 twas 4 OR ee 
E 4-23 
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Why Great Artists Are Choosing Brunswick | 
— exclusively 


Without exception the internationally acclaimed 
artists of the New Hall of Fame have chosen Bruns- 
wick for which to record exclusively —a tendency 
so marked in musical circles that Brunswick now 
is looked to for the premiere recordings of the 
great artists of today. 


Richard Strauss 


That is because, by means of exclusive methods of 
recording and reproducing, Brunswick brings pho- 
nographic music into the realms of higher musical 
expression. Brunswick Records are known as truest 
reproductions. A difference so great as to be amazing. 


The Brunswick Phonograph, presenting a method 
of reproduction obtainable in no other make of 
instrument, achieves perfect rendition of the so- 
called “difficult.tones,” attaining even Soprano 
High C without ‘slightest mechanical suggestion. 


Claire Dux 


Sigrid Onegin 


Josef Hofmann 


Elly Ney 


Leopold Godowsky 
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Current Recordings of Internationally Acclaimed Artists 
of the New Hall of Fame, 2 Selections on Each Record 


Acquire Quickly a Distinguished Record Library in This Way 


This offers the master achievements of 
world’s great concert and operatic stars on 
double-faced records —two selections on 
each record instead of one as formerly. 


It is part of a general movement to place 
best music in every American home. 


It provides a new cultural influence, which, 
because of its trifling cost no family can afford 
to be without. Especially the family with 
children, where the influence of good music 
is so necessary. 


Play On Any Phonograph 
These records are known as the Brunswick 
Gold Label Series. 
They play on any phonograph. 
Highest authorities acclaim them the world’s 
truest reproductions. 


They embody a new process of recording, 
resulting in a clarity of expression heretofore 
unknown. The difference between them and 
the ordinary record is amazing. 


Mechanical suggestion is absent. Tones are 
sweeter and more beautiful. Every word is 
clearly understandable. Every note unmis- 
takable. Even the upper register of the female 
voice is sustained without a tremor. 


In great orchestral reproductions, every in- 
strument, every graduation of tone of the 
entire orchestra is brought out, crystal clear. 
They picture music as clearly as a camera 
pictures a person or an object. 


Great Artists Contribute 


Note the artists pictured on these pages. 
Obtain one or two of their newest selections 
now. Then one or two each week. Soon you 
will have a distinguished record library. 


Any Brunswick dealer will gladly demon- 
strate Brunswick Records and Brunswick 
Phonographs. Hear. And compare! New 
Brunswick records are released daily—some- 
thing new every day instead of the usual once 
a month release. 


THE BRUNSWICK-BALKE-COLLENDER CO. 


Manufacturers — Established 1845 


CHICAGO NEW YORK 


CINCINNATI TORONTO 


Theo Karle 


Mario Chamlee 


APRIL 1928 — Page 258 


Marie Tifany 


Bronislaw Huberman 


Florence Easton 
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THE “WHOLE WORLD” SERIES OF USEFUL PIANO COLLECTIONS. 
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‘Whole 


The 
World’; Series 
contains collections for voice and 
for violin as well as for piano, and 
every teacher and music lover will find the new 
complete 56-page catalogue (containing the titles, 
descriptions and contents of all the books) both interesting and 


useful. 
music and book stores at the publishers’ prices. 


TINDALE 
MUSIC FILING: CABINETS 


Your music kept neatly in order, protected from 
damage and where you can quickly find it. 


Nearly 7000 now in use by artists, teachers, schools, 
convents, professional musicians and music lovers. 


Oak or 
Send for Catalog I, and ask for our Easy Payment plan 


TINDALE CABINET Co., 159 W. 57TH ST., NEW YORK 


12 Styles to Select. from, Mahogany 


STYLE E 
Capacity 650 Pieces 


[| SUMMY’S =: CORNER | 
PIANO PIECES WITH WORDS 


Teaching by means of Correlated ideas is the Plan upon which 
these NEW Collections of Teaching Material are built 


They are piano pieces with titles that suggest something definite to the child mind, sup- 
plemented with accompanying words which at once establish the character of the music. 


FROM THE VERY BEGINNING 
By PhyllisiLucy Keyes: Sout. tnee coe ee ee -60 


Starting with the very easiest pieces, stapid technical and musical progress is made with the one idea 
held paramount of teaching * “expression” by means of the associated sentiment contained in the words. 
The meaning of the music is further emphasized by small marginal sketches. 


MOTHER GOOSE TOLD AT THE eS 
By Ruth S. Havner 


Short and easy piano pieces with the words derived from the familiar nursery rhymes. 
of the verses is definitely reproduced in the melody in each case. 
while at the same time learning much of “time” and phrasing. 


FALL AND WINTER HOLIDAYS 
By Flonence::Ps) Reavy ae oie it Vet en, PRIN EN -50 
A set of pieces in which the elementary knowledge of harmony is applied to pleasant musical expression 


Ee pieces also affording practice in problems of fingering. Several of the numbers have accompanying 
rhymes. 


CLAYTON F. SUMMY CO., Publishers 


429 South Wabash Avenue, Chicago 


- rhythm 
Children will enjoy playing these pieces 


All the books in this series can be procured at modern 


The ““WHOLE WORLD” MUSIC 
SERIES complete catalogue will be sent free of charge to any reader of the “ Ezude.” 


THESE BOOKS ARE ON SALE AT ALL MODERN MUSIC SHOPS 


The collections of piano music in the ‘‘Whole World” Series not only doe 
all grades of difficulty, but also all kinds and classes of music, so that they may 
be utilized for either teaching, 
wees) “lL eachers and music lovers in general will find these books both 


recital or recreative purposes. 


useful and convenient, while the economy of 
purchasing standard piano music in this form 
cannot fail to make itself 
immediately apparent. 


PIANO: PIECES 2 
HE pe Rene 


The postpaid price of the 
books illustrated is $1.25, 
os except ‘‘Concert Piano 
CHILDRENS Pieces’’ the price of which 


CES is $3.00 in paper and $5.00 | — 
if i th. 


THE ESSENTIALS OF HARMONY 


HAROLD B. MARYOTT, A. B. 


Teacher of Harmony and Public School Music Methods 
in the Chicago Musical College . 


In writing this two-year course of study for Colleges, High Schools 
and Conserv atories, the author has succeeded in preparing a course 
which is interesting and instructive to the student; one which enables 
him to see the structure, hear the music tonally, and feel the beauty 
of the works he is studying. 4 


The following points are emphasized: 

Some ear-training is given in each lesson. 

Familiar melodies are used to develop the ability to harmonize. 

The student later harmonizes the same melodies in more elaborate form. 

Analysis of easy music is emphasized from the early lessons. ’ 

The student is taught to compose easy piano music and accompaniments. 

Illustrations for every point are quoted from musie literature, both American 
and Foreign. 

Harmony at the key-board is stressed throughout the book. 

Harmony is made to lead to the study of music literature. 

Rules are avoided. The student is led to use his own initiative without being 
hampered by restrictions. 

The study is made really musical, avoiding former pedantic methods, 


CHOON Hower 


an 
= 


Price $1.50 postpaid 


GAMBLE HINGED MUSIC CO. 


Publishers and General Dealers 


67 E. Van Buren Street. CHICAGO, ILL. 


Wo a 


Should despair of finding the 


NO TEACHER exact educational material 


desired without first writing our ate department. 


THEO. PRESSER Co., Philadelphia, Pa. 


MUSIC PRINTERS 


ENGRAVERS LIT HOGRAPHERS 


CREATIVE 
MUSIC 


Satis N. Coleman describes a new and success- 
ful system for the child’s study of music which — 
is based upon the natural evolution of music. 
A volume of fascinating interest and practical | 
value profusely illustrated 

$3.50 at booksellers or from the publishers 


Send for Illustrated Circular 


G. P. PUTNAM’S SONS 
2 West 45th Street New York 


fj PRINT ANYTHING IN MUSIC- BY ANY PROCESS 


WE PRINT FOR INDIVIDUALS 
B cstasuisHepiere REFERENCE ANY PUBLISHER 


THE OTTO & SON CO,we 
CINCINNATI OHIO 


Please mention THE ETUDE when addressing our advertisers, 
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Franz von Blon, (born 1861), chiefly known through his lively marches and lighter orchestral pieces, is here represented by a graceful and ele- © 


gant drawing room number. Grade 4. 
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requiring nimble fingers and precision of rhythm. Grade 2 
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Anelegant little air de ballet in waltz rhythm. Play with singing tone, not too fast, and in free time. Grade 3. 
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A SPRING ROUND 


An example of the same theme appearing ineither hand. Also auseful study inthe minor key. Grade. 24 
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A well-made transcription of the lovely old folk tune. A fine excore number. 
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To Mme. AmelitaGallt-Curet 


ABIDE WITH ME 


as sung by Mme, Amelita Galli-Curci. 
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With accompaniment arranged for solo, 
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To judge by the anatomy of the human 
yand, observing how the tendons which 
sontrol the fingers are “tangled,” we might 
nfer that Nature did not plan for any con- 
iderable individual action of the fingers. 
en the savage grips his bludgeon, when 
frontiersman swings his axe, when 
e sportsman dips an oar, the fingers act 
llectively. It is only when we come to 
ie more delicate occupations, games and 
ts that independent finger action is often 
aired. 

Skill on a violin or piano depends largely 
n this very quality, individual control and 
ength in the fingers. The insistence of 
e third and fourth fingers on working 
ether is one of the obstacles that virtual- 
every beginner has to overcome. 

Don’t overdo the training for strength; 
s very easy to stiffen the finger-joints. 
e fingers of the violinist’s left hand have 
be strong in the first joint (nearest the 
end), for stopping. It is quite possible for 
a person having a generally strong hand, as 
asured by his “grip,” to be comparative- 
weak in these particular joints. They 
sitively must be strong if the fingers are 
“stand” firmly on the strings, instead vof 
lying down from their tips to the first joint. 
Very little experiment in holding the 
strings down firmly and then loosely will 
ow anyone the tonal inferiority of the 
tter method. It is impossible to produce 
erfect tone with a stopping finger that 
alls down” or has any rotary action. 
The first or index finger is usually fairly 
rong. To the violinist, it-is the “anchor” 
of the left hand in the first position. In- 
ead of being stuck up into the air, as some 
ayers hold it, the first finger should 
gulate and hold to place the other fingers. 
eep it down, on a string till the music re- 
ires its removal. Doing this from the 


fourth finger. Ordinarily, the latter when 
used tends to pull the hand up the finger- 
board; but controlling the first finger and 
making it stay down prevents this fault. 
_ The second finger is nearly twice as 
strong as any of the others, and most of us 
have our best control in it. It gives but 
little trouble, if the principles of one’s 
practice are correct. — 

The third finger is the most troublesome. 
Though a little stronger than the little 


irst greatly helps the beginner in using his’ 


Finger Control . 
By L. E. Eubanks 


finger, it is less susceptible of control. 
Beginners learn this very quickly; for 
when they play in the keys of G and D, 
as the novice invariably prefers to do, they 


are required to do the stopping with the ' 


third finger. One of the best exercises for 
third finger control is slow trilling with 
the second and third fingers, while the 
other two remain on the strings. Don’t 
try for great height of lift and force of 
pressure at first. Aim to perfect the 
“form,” stopping with the finger-tip only, 
and making the finger muscles obey your 
brain’s commands promptly: Don’t overdo. 
When you feel your power to isolate the 
finger’s action lessening, quit for the time. 

The fourth, the little finger, is the 
weakest; but on account of its position on 
the hand it readily lends itself to train- 


‘ing. The old time “stunt” of touching the 


tips of the little and first fingers (or trying 
to) is good to stretch the tendons and help 
develop individual control. Also, close the 


-hand, then open out the little finger as far 


as you can, repeating until it is slightly 
tired. Do this with each one of your 
fingers, being careful to keep the others 
well closed. Do not let any musician or 
surgeon persuade you to have a tendon cut; 
it means serious and unnecessary risk, Ra- 
tional exercise will develop normal strength 
and control. 

Playing is the best exercise for a mu- 
sician’s fingers. Supplemental movements 
are of value, since they use the muscles in 
some slightly different positions, and afford 
a change of work; but naturally, practice 
of ‘a thing itself is the best training for 
that thing. Be certain you are placing the 
fingers correctly, then practice scales, ar- 
peggios, everything that will help you to 
gain control of that left hand. 

One of the best ways to prevent the habit 
of raising a finger unnecessarily is to un- 
derline some passage (playing in the first 
position) where the finger is to remain 
down for some time, then keep your 
thought on that line. 

I have spoken of the value of strong 
pressure. The accomplished violinist meas- 
ures pressure “instinctively,” but the novice 
has to make a point of “bearing down,” has 
to attend to it consciously, until his sub- 
conscious mind “gets the idea.” 
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In the teaching of pieces to beginners, 
several factors should have careful con- 
sideration : 


(. 1. The size of the child’s hand, 
2. The flexibility of the child’s hand, 


3. The musical development of the 
4 child, 


4. The special teaching points in the 


piece, which should be correlated with 


the technic or studies, or both. 

- Many teachers feel that if a piece is 
easy or simple looking, it is ready to be 
taught to children. Nothing could be fur- 
ther from the truth than this. Good teach- 
ing pieces for the Elementary Grades are 
not plentiful, even now, when the need is 
realized, and beens are struggling to 
fill that need. 

_ What are the points one should look for, 
then, in desirable teaching pieces for Ele- 
mentary Grades? 

1. They should be fairly short. 

2. They should contain interesting mel- 
ody and harmony, distributed between 
the two hands; or having melody cnly 
in one hand, the accompaniment ir. the 
other hand, simple chords and easy 
tches, simple rhythms, no octaves, no 
39%, He Need scale bac ig and 


to. 


little, if any, staccato or portamento or 
pedal, at least in the first grade pieces. 
The first pieces should inculcate the prin- 


. ciples of legato touch, melody playing and 


simple accompaniment, nothing more. A 
duet or a sonatina may occasionally be 
used, especially if the child tires of pieces. 
Duets stimulate reading in both clefs. The 
sonatina opens up the fascinating discus- 
sion of form and gives the child an oppor- 


‘tunity to listen with intelligence to all 


music he hears. 

It is a good plan to alternate sharps 
with flats, gay pieces with grave ones, 
major with minor, and duple time with 
triple; even, occasionally, legato with stac- 
cato. This latter would cgme in the sec- 
ond or the last half of the first year, with 
the brightest pupils only, of course. The 
nimble-fingered child learns poise if he 
studies something in slow tempo with 
chords, or a piece of the Lullaby type. The 
child with the clumsy hand learns much 
from a piece with a iilting rhythmic idea, 
such as the Hunting Song type. The child 
with apparently little imagination becomes 
awakened through the agency of a de- 
scriptive piece. From this beginning, the 
musical perception becomes more acute, and 
enjoyment of practice ensues, so that in- 
terest and curiosity do the rest. 
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IVERS & POND 


“PRINCESS” 


This delightful piano might with justice be 
called a miniature concert grand, for musi- 
cally it embodies the advantages of the larger 
grands, and possesses a tone volume and 
range of expression surprisingly broad. 


In no detail has quality been sacrificed 
for size, the 


Ivers & Pond Standards 


being rigidly maintained. Musicians quickly 
recognize the characteristic Jvers &7 Pond tone 
in the “Princess’—a tone half a century in 
developing, and easily apparent in every 
Ivers &F Pond. 


Write for a catalogue describing all our 
grands, uprights and players; and a paper 
pattern showing how little floor space the 
Princess requires. 


Wherever in the United States we have no dealer, we 
ship direct from the factory. Liberal allowance for old 
Pianos in exchange. Attractive easy payment plans. 


Write us today 


Ivers & Pond Piano Co. 


141 Boylston Street Boston, Mass. 
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Getting the Voice Placed 


By J. Vernol Clarke 


Tus brief article does not pose as a 
learned treatise by an authority nor does 
it seek in any way to lock horns with the 
lords and ladies'of the musical world. It 
merely endeavors to give a method em- 
ployed by one teacher on one pupil who 
after several years of lessons had still 
neither developed the head-tone nor had 
his voice correctly placed. 

It has long been known, no doubt, and 
noticed as well by students, that there is 
a strong expulsion of breath through the 
nose when the letter “K” is pronounced, 
There is also a throbbing felt in both the 
inferior and superior maxillary, or upper 
and lower jaw. If the word “kay,” which 
is the letter “K,” is sounded and held in 
the form of humming with the lips parted, 
the throbbing sensation is more distinct. If 
“kay” is said and the lips closed and the 
humming of “kay” continued, it will be 
found that the lips tickle. Many teachers 
have said that when the lips tickle in hum- 
ming the voice is correctly placed, or at 
least the hum is correctly placed, because 
at first the voice may not follow with the 
hum and stay there, but be inclined to drop 
back again into gutturals and throatiness, 
so common to singers in the early learn- 
ing stage. It is this throatiness which 
causes so much hoarseness and throat 
troubles at this stage also. 

Now, if the “kay” is said normally and 
then the lips closed and “kay” said again, 
the throwing forward of the voice is even 
more apparent. It will be hard at first to 
say “kay” with lips closed; at any time it 
will be a sort of a grunt or hum, and an 
explosive one at that—the more explosive, 
the better at first. If “kay” is said natur- 
ally at first and then the saying with closed 
lips is tried, it will be easier, however. If 
after the first explosive “kay,” the sound 
is continued in a hum, it will be found that 
the hum will be far clearer than ever be- 
fore, also more resonant and musical. In 
time with this exercise the same qualities 
will be imparted with the singing and 
speaking voice. 

Any student of voice who is finding diffi- 
culty with voice placing or with attaining 
the proper resonance, would do well to use 
this exercise in addition to the others pro- 
vided by the instructor. Practiced faith- 
fully it will undoubtedly do the same good 
that it did for the pupil of the teacher men- 
tioned in a previous paragraph. In this 
particular case, the exercise brought the 
voice to the proper place, developed splen- 
did resonance qualities and is making a 
high operatic baritone out of what was 
formerly a rather half-hearted second-bass. 

The exercise has served to “open” up 
the voice of this man so that whereas be- 
fore he reached “E” only with’ difficulty 
and a straining of muscles and voice, he 
now reaches “G” with ease, and on occa- 
sion takes A flat and even “A.” Of course, 
practice is required. Any music student 
knows that and the exercise suggested 
should not displace but only be in addition 
to others given by the instructor. In sing- 
ing the scale or exercises, the “K” used in 
place df the other consonants before the 
vowels has also been found a big help 
towards keeping the voice forward. 


Selection of Pieces 


By E. L. Winn 


No teacher should enter the profession 
who has not a wide repertoire: Select 
works of the best composers, not concert 
pieces alone, but pieces intelligible to pu- 
pils. It is an offence to art to teach pieces 
too advanced. Many people take up teach- 
ing who are not properly qualified. I do 
“not believe in teaching virtuosi works to 
amateurs. 
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What Is Good Singing ? 


By W. J. Henderson 


The following interesting article is printed in part through the courtesy of “The Outlook.” 


Ir you observe the character of the 
demonstrations made by the audiences 
which attend the operatic performances at 
the Metropolitan Opera House, you will 


probably arrive at the conclusion that the | 


essentials of good singing are loudness of 
tone and ability to emit sounds of unusu- 
ally acute pitch. Yet it is only a few years 
since thousands hung. upon the purely 
musical delivery of Mme. Sembrich, or 
listened with delight to the stream of liquid 
melody from the lips of Mme. Melba. 
And still a little later Carnegie Hall used 
to be crowded whenever the former gave 
one of her incomparable song recitals, in 
which the highest and lasting ideals of 
good singing were exemplified. For the 
true definition of good singing makes it 
the art of interpreting text by the musical 
tones of the human voice. 


The Need of the Beautiful 


The necessity of interpretation is too 
often forgotten. The need of beautiful 
tone never is, but the public at times ac- 
quire vitiated taste in regard to beauty. 
However, it is conceded that if singing 
is to be good, the tones must be beautiful, 
for the materials of artistic expression 
should always be beautiful. False ideals 
of art often prevail, and we have pictures, 
sculptures, and poems on revolting and 
ugly themes. But the artist’s palette, the 
sculptor’s marble, and the poet’s vocabu- 
lary may still retain their native glory. 
You cannot make great statues of mire, 
great pictures with dirty water, nor great 
songs with raucous sounds. So that we 
are brought back to the conception of sing- 
ing formed by the early Italian masters of 
the seventeenth century. Their vocal 
ideals were beautiful-quality of tones, simi- 
larity of quality throughout the range of 
the voice, flawless smoothness and elegance 
in delivery, flexibility. and agility, and 
power. These items are enumerated in 
something closely approaching the order 
of their importance. Power is placed last, 
because in all the great periods of vocal 
art it has been the least esteemed of all 
the vocal equipment. 

The translation of sounds into sense re- 
quires the use of words, and these must 
go hand in hand with the beautiful’ tone 
without marring it. Therefore, together 
with tone quality, we need what is loosely 
called among singers, diction. The traits 
of this are perfect pronunciation of the 
vowels, perfect articulation of the con- 
sonants, and textual phraseology, or word 
phrasing, which shall bring out fully the 
sense of the words, and at the same time 


not mar the symmetry of the musical - 


phrase. Too many singers consider only 
the musical phrase, and, indeed, composers 
often construct their musical phrases so 
that the textual phrase cannot be ' kept 
intact. 

When you ‘go to the opera you hear a 
vast amount of ugly tone, sometimes 
shrieking, sometimes growling, sometimes 


almost barking. The plea in extenuation 
is that dramatic utterance demands these 
things. The fact that the passionate elo- 
quence of the orchestra never requires 
barks on the tromborie, quacks on the clari- 
net, or squeals on the violin, does not occur 
to those who make this plea, nor do they 
note the pregnant fact that there is nothing 
on the printed page of the score to indi- 
cate the delivery of anything but musical 
tones. The truth is that when we employ 
the human voice as a musical medium it 
must produce only musical tones. Bad tone 
is abnormal. It obtrudes upon the hearer 
a disturbing element; it distracts his atten- 
tion from the musical thought to the instru- 
ment uttering it, The voice is an instru- 
ment of expression. Its office is not to 


draw our attention away from _the music 


to itself, either by a parade of skill or by 
deficiency in natural beauty. ' 

The tones should surround and enwrap 
the hearer in an atmosphere of pure hu- 
man influence. This atmosphere is alive 
with the vibrations of a living human in- 
strument, acting not only under, but in the 
highest and most glorifying union with, 
human intelligence, emotion and spiritual 
aspiration. It is the living element in sing- 
ing, its enfolding of the hearer in the 
actual product of the body and soul of 
the musician, that raises this art above all 
other music in the potency of its influence 
on the listener. 


The Ultimate Object of Technic 

Now, if you should be privileged to sit 
among a company of singers engaged in a 
discussion of their art, you would learn 
that they apparently regard beauty of tone 
as the only desideratum. How to produce 
tones the best way is their endless theme, 
upon which they make a thousand~varia- 
tions. This is because the ultimate object 
of all musical technic is the production 
of beautiful, warm, vitalizing tone under 
no matter what difficult conditions. The 
violinist and the pianist seek for such tone 
just as assiduously as the singer. The 
witchery of Paderewski’s piano playing was 
that, no matter how rapid the flight of his 
fingers, he always made the piano sing. 

Equality throughout the scale is essen- 
tial to the perfection’ of a beautiful voice. 
It preserves the identity of the organ. A 
clarinet does not at any time sound like 
an oboe. It is all unmistakably clarinet in 
tone from the bottom to the top of its scale. 
The English horn, the contralto of the 
oboe, does not merely extend the oboe scale 
downwards; it has its own characteristic 
quality. It is not a lowered soprano, but 
a genuine contralto. A voice should be 
all one voice. Sophia Scalchi, famous 
contralto of forty years ago, rejoiced in 
the possession of four distinct registers or 
qualities of tone. Her celebrity was gained 
by other excellences which triumphed over 
the defects in her scale. Mme. Melba, on 
the other hand, had a perfectly equalized 
voice. Its scale was like that of a fine 
piano. 


Flexibility, in vocal terminology, me 
the power of the voice to increase 0 
diminish its force easily and through 
hundred different degrees. This power » 
the very essence of expression. It is m 
the only means, indeed, but the one wi 
out which the others are almost certain to’ 
fail. It is the twin sister of emphasis in 
reading. It enlivens the rhythm of sit 
by enabling the artist to impart to it 
endless variety of accent. Also, it is o 
of the features of singing most neglected, 
especially at the opera, where there ar 
as a rule two kinds of dynamics, very so 
and very loud, mostly the latter. When! 
Maurel used to sing Jago in Verdi’: 
“Otello,” she always made the deepest im- 
pression in the.entire opera by his half- 
whispered narration to Otello of Cassio’s 
dream. He did not utter a single louc 
sound, but, singing sotto voce, impar od 
such amazing intensity of expression by 
his subtlety of accent that he achieved a| 
veritable dramatic triumph. How Se 
brich used to thrill us with the last few 
measures in “Der Nussbaum,’ which she 
murmured in the most delicately accented 
manner. Such singers had acquired a per 
fect flexibility of voice. 

Agility is quite another matter. It 
meaning is obvious, but its significance not 
rightly understood. It does not necessarily 
mean the power’ to deliver passages at 
astonishing speed. Its greater value lies 
in its gift of the power to utter tones with 
perfect freedom and smoothness. It may. | 
astonish the reader to learn that a vast 
majority of the public singers of to-day’ 
cannot correctly sing a simple scale. For 
the matter of that, more than half the pian- 
ists cannot play one, except very slowly 
ToSitig. simple scales fluently and smoothly 
is one of the fundamental requisites of 
vocalist’s equipment. But in these days of 
haste, students are unwilling tu give sufh- 
cient time to purely technical preparation, 


Why We Should Sing the 
Master Songs 


By Nelson Illingworth 


To know is to love the Master Songs. 
And loving, who can not sing them, revel-" 
ling more in their beautiful joys and con- 
solations as our devotion increases? For 
here is the very temple of music, in ‘truth 
—Chamber Music. Chamber, where heart 
may speak to heart in intimate truth. 

I love them because they: have mean 
much to me, ah, so much. And being so 
to one, they will be to all. For in what 
are we different? Under our trappings, all 
hearts beat to the same fundamental rhythm 
of human sympathy. While as Emerson 
so beautifully says, “To believe that which 
is true for you in your private heart i 
true for all men—that is genius.” Have 
not Schubert, Schumann, Franz, Brahms, 
and all the other great hosts of the song 
world made this manifest? In voicing their 
yearnings, hopes and inward state, which 
they as units of the whole felt, they spo 
for all; and we as part of the whole re- 
spond with delight when we do but hear. 

The eternal rhythm of human sympathy 
expressed by these rare souls, consoles 
their fellow-beings in travail, not alone o 
yesterday, and to-day, but forever. An 
when we would think of this vast wealth 
of expression, this well-nigh sacred pour- 
ing out of that which we in our inne 
beings hold dear, by these true democrats 
who would assuage all by communion it 
art; we can but voice our thanksgiving 
sharing with others less fortunately dis 
posed than ourselves in not already havin 
that which we now cherish. 


The Unlimited Wealth of Feb 
And what a wealth is here! As Schille 
and Beethoven so beautifully say in th 
Ninth,Symphony, “A kiss for all” F 


fillmen for whatever need. . Scl nub 
with his lofty idealism, elowinaas 


n love that embraces all. Schumann, 
with a more personal yearning, singing 
always in poetic fancy. Franz, ah, one 
would feel that here was the very kernel 
of song; almost a heart within a heart; 
rich and warmly throbbing. Brahms, in his 
sanctuary, gently but ever-leading to a phi- 
losophy beautiful and serene. Wolf in surg- 
ing emotion, picturing with titanic psychol- 
ogy and impetuous fervor, all, from 
_ faintest breathings to enveloping volumes. 
_ Grieg, who with such gentle charm leads 

us into realms of dreams and _ fancies 

wherein all would fain dwell. All, all, for 

all is here. Our every need fulfilled. Could 


The Sustained Flights 


Then think of the wonderful journeyings 
when we are borne away by the exquisite 
song cycle. The most ethereal To the Dis- 
tant Beloved, hearing which is to glow 
with delight with this so pure soul. 
_ Then the lovely Miller Maid. The Swan 

Songs, whose parting heart throbs echo 
in us of this fate so sad and yet so beauti- 


ful. The Poet's Love, with its tender 
yearning and despairing lament. The ex- 
quisite and deeply touching humility of the 
Woman's Life and Love. The wild Gypsy 
Songs, with their barbaric rhythm and 
great canvases of emotion. The lovely 
Songs of the Reeds that will forever 
rustle. The Love’s Confession, that pul- 
sates to its final acclaim of “Ah, how pleas- 
ant ’tis to love,” as truly to-day as it did 
nearly three hundred years ago. And that 
veritable avalanche of human emotion, that 
toils in agony of unrequited love through 
its night of hell to final resignation, vide, 
The Winter Journey. Oh, what a yearn- 
ing is here! What a travail! In all art 
is there anything more ineffably sad, and 
covering a wider range of emotion than 
this mighty monument bequeathed to the 
realm of song? : 

Ah, this wonderful inheritance of all. 
Let us not be found wanting to seize and 
incorporate it into our lives. Come, that 
we may sing from our hearts these divine 
voicings that are the very manna of life 
and art! 


Yodeling in the Alps 


By Amy V. Litteljohn 


a 
ie 
: art have been more faithfully served? 
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_ Owe of the peculiarities of this pic- 
_turesque method of singing is that it 
_ cracks and ruins the voice for pure singing 
? of legitimate music. The constant chang- 

_-ing from chest to head tones and reversing, 

so prettily and skilfully done by the cow- 
herds in the various cantons of Switzer- 

land, spoils the natural voice and renders 
_ it incapable of rendering natural song. 
_ The traveler through Switzerland always 

auses and listens with delight, however, 

_ when his path through the hills and moun- 
tains takes him near the melodious chant- 

ing and humming of the shepherd or 
 cowherd who minds his animals on the 
-mountain-side while amusing himself with 
a yodeling melody. 

The yodel is never taught, and there is 
no method of learning it. It is no regular 
_ school of music, and yet a Swiss can im- 

provise all day, constantly changing and 
forming new harmonies and melodies as 

his moods change. One of the best yodel- 
ers I have ever heard was a six-year-old 

Swiss boy in the French part of Switzer- 

land. 

The children seem to wv born with yodel- 
ing voices. Without instruction or teaching 
from anyone, they develop a natural apti- 
tude for making harmonious improvisa- 

tions. Left alone, they are never lonesome, 
for they keep themselves company by their 


a 
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voices. Their ears are their only tuning 
forks, and they pick up the process used 
by their elders without a self-conscious 
attempt to learn it. 

Although yodelers are found in all the 
Swiss Alps, a considerable number of good 
ones live in the Canton de Berne, the 
Canton de Vaud, in French Switzerland, 
and practically all of German Switzerland. 
The yodeling solo is delightful in itself, 
but when three or four good voices get 
together in one of the little wooden chalets, 
the effect is a marvelous blend and har- 
mony, the improvising never conflicting 
with the singing. 

There seem to be no regular syllables for 
yodeling, each singer varying in tune and 
tone according to his natural bent, but all 
in accord and rhythm. Some of the more 
serious patriotic songs of these hard 
mountaineer folk provide in the refrain for 
a measure or two of yodeling at intervals, 
and attempt to indicate the yodel, but there 
appear to be no compositions among these 
mountain folk for yodeling. 

One is somewhat disappointed, however, 


when one of these people attempts a song. 


or composition of a more serious nature, 
as the general rule is that the voice breaks 
and cracks and contains many rough spots 
that cannot be smoothed over, due to. the 
broken range of the yodel. 


arrangements with twelve of the most 


APRIL 1923 Page 269 | 


KIMBALL 


’ 


“‘The Instrument of Yesterday, Today and Tomorrow’ 


S Jean De Reszke, 

operatic idol of 
yesterday, chose a KIM- 
BALL for his personal 
use, because of its beau- 
tiful singing quality of 
tone—so Charles Mar- 
shall, now acclaimed 
the most heroic figure 
among heroic tenors, 
gives expression to his 
approval of the incom- 
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Nilsson in “The Luck of 

the Irish” an_ Allan 

Dwan production. | 

(Mayflower Pholoplay | 
{i 


Posed by Anna Q. | 
!} 


Corporation.) Miss 
Nilsson is one of many 
lovely women in pic- 
tures who use and en- 
dorse Ingram’s Milk- 
weed Cream for promot- 
ing beauly of complex- 
ion. 


celebrated voice teachers of America who will conduct departments in future issues. 
, These eminent men and women, any one of whom charges for one lesson, more than 


three times the annual subscription cost of THE ETUDE, have promised en- 


tirely fresh and stimulating material. 


| ADVANCE OF PUBLICATION OFFER | 


}/ Sacred Song Albums 
For High and Low Voices 


We will issue two volumes of sacred 
solos, one for high and the other for low 
voice. They will be suitable for the aver- 
age choir soloist. None of the selections 
have ever appeared in any similar volume 
so there is no risk in ordering one of these 
“books in advance. Our advance price for 
either the high or low voice volume is 35c 


postpaid. 


DRE PRESSER CO., eanedaiphis. 
ishers and Dealers,1710-12-14 Chestnut St. 


ORATORIO SONGS 


FOUR VOLUMES 


We will issue shortly four volumes of ora- 
torio songs, one for each of the four voices, 
soprano, alto, tenor and bass. They will 
contain the best only and will be edited by 
a leading authority for each voice. The 
volumes will not be large nor expensive, but 
will include a number of arias that have 
never yet appeared in similar volumes. The 
late David Bispham was to have been the 
editor, but we will now have a special editor 
for each volume. Every singer should pos- 
sess one of these volumes. They may be 
ordered singly, each 50c postpaid if ordered 
in advance of publication. 

Advance of Publication, cash price, 50c, each 


THEODORE PRESSER CO., Philadelphia 
Music Publishers and Dealers, 1710-12-14 Chestnut St. 
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Your mirror need never tell you 
that your skin is growing faded 


EVER need rene glass reveal a 

complexion th at is sallow—a skin 
that is blemished. The beauty of a 
fresh, wholesome complexion can 
always be yours—and so easily. 


away redness and roughness, heals 


annoying little blemishes Send us a dime for 


Ingram’s Beauly Purse 
containing samples of 
Ingram's Milkweed 
Cream, Ingram’s 
Rouge, Ingram's Face 
Powder, an eiderdown 


Go to your druggist today and 
purchase a jar of Ingram’s Milkweed 
Cream in the fifty-cent or the one- 
dollar size. Begin its use at once—it 


To gain and Big the charm of a 
will be such a satisfaction to you. 


fair, radiant skin, begin at once the 


regular use of Ingram’s Milkweed ade P : powder pad,’ and 
Crean: It will pe ee to you, just as Musician s—Ingram’s Milkweed samples of other leading 
it has to thousands, new beauty, new Cream rubbed into the finger tips will Toilet-Aids. 


soften hardness and toughness—will 
keep for your fingers the sensitiveness 
that pianist or violinist must have. 


health of complexion. 


ds Srepale Milkweed Cream, you will 
nd, is more than a ace cream, more 
thanacleanser. It has an exclusive 
therapeutic property that serves to 
“tone-up’ "—revitalize—t he sluggish 
tissues of the skin. Applied r egularly 
it nourishes the skin cells, soothes 


FREDERICK F. INGRAM Co. 
Established 1885 


43 Tenth Street Detroi, Michigan 


Milkweed 
Cream 
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. AUTHOR OF 
SYSTEMATIC VOICE TRAINING ............ Price $1.25 


A text-book for teacher and pupil 


THE HEAD VOICE AND OTHER PROBLEMS... Price $1.25 


No book of recent years has received more enthusiastic comment from the 
greatest teachers of the country. Both of the above are among the most 
widely-used books by an American author. 


‘ MR. CLIPPINGER’S teaching is based on two fundamentals. First, How does it sound? Second, 
Is it produced without effort? The result is an even scale of beautiful quality produced without 
effort throughout the compass. 
In the solution of that most difficult problem the HEAD VOICE his success has been quite unusual, 
. and has brought to him singers from all parts of the country. 
In the training of TEACHERS his work is so systematized that the element of uncertainty is elimi- 


SUMMER TERM Five weeks, beginning June 25th 


‘ADDRESS 
D. A. CLIPPINGER 617-18 Kimball Hall Chicago, Ill. 
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SOPHIE BRASLAU 


IS SINGING IN RECITALS 


MARCHETA 


(A Love Song of Old Mexico) 


Among others featuring this charming song are ORVILLE HARROLD, 
JOHN CHARLES THOMAS, GEORGE MacFARLANE, CRAIG 
CAMPBELL, VERNON STILES and FRANK CROXTON 


Published in two Keys D and G Special Price Till May 1st THIRTY CENTS 


Published for Quartette, Men’s, Women’s and Mixed Voices 
in Two-part Choral Form and Orchestra 


THE JOHN FRANKLIN MUSIC CO.*ts0s** 1531 Broadway, N. Y. 
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MOTHER, MY DEAR 


by Brycejson Treharne 


miss - {ng you, Moth- es, my doar, 
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Copyright, 1917, by Harold Flammer, Ino, 


SONG - ANY KEY 40 PoSTPAID 
DUET -S.§ A. 50 us 
MIXED VOICES .15 " 


Please mention THE ETUDE when addressing our advertisers. 


HAROLD FLAMMER, INC. 


SUS alle Start, Tee-R: 
S7 WEST 4514 ST, NEW YORK 


As a means of contributing to the development of interest in opcra, for | 
many years Mr. James Francis Cooke, editor of “I'he Htude,” has prepared, 
gratuitously, program notes for the production given in-Phitadelphia by The 
Metropolitan Opera Company of New York. 


These have been reprinted 


extensively in programs and periodicals at home and abroad. Believing that 
our readers may have a desire to be refreshed or informed upon certain 
aspects of the popular grand operas, these historical and interpretative notes 
on several of them will be reproduced in “The Etude.” 
have been written by Bdward Hllsworth Hipsher, assistant editor. 


The opera stories 


Wagner’s ‘‘Parsifal’’ 


THE average music lover, in thinking of 
the works of Richard Wagner, assumes 
that his “Parsifal,’ produced at the age of 
sixty-nine, as the last of a long series of 
magnificent contributions to musical dra- 
matic art, is consequently his greatest 
musical work. Musicians, however, will 
never be able to settle the matter in their 
own minds, some contending for “The 
Mastersingers of Nuremburg,” others: for 
“Tristan und Isolde,” others for “Die Wal- 
kiire,’ and still others for “Lohengrin” 
and “Tannhauser,” because of the wonder- 


fully exuberant melodies of the youthful— 


Wagner, thrilled with the first glorious 
steps in his great artistic adventure. 

The marvel of “Parsifal” is that, not- 
withstanding the fact that the composer 
was verging upon the Biblical three-score 
years and ten, the work shows astonishing 
virility, as well as maturity. Like Verdi's 
“Falstaff,” produced when the composer 
was eighty, there are innumerable passages 
which have all the spirit and spontaneity 
of young manhood. 

“Parsifal,’ called by the composer a 
Biihenweihfestspiel (Dedicatory Festival 
Play), was written for Wagner’s crown- 
ing achievement, the Festival Theater, at 
Beyreuth. The poem itself, a work of 
notable literary importance and epic di- 
mensions, was first published in 1877. The 
music was not completed until 1879, and 
the first performance took place before a 
notable assemblage of prominent men of 
art, science and letters, as well as the cus- 
tomary royal ornaments, on July 28, 1882. 
For twenty-one years the work was con- 
fined to the stage of that theater, save for 
the fact that it was given in concert form 


at Albert Hall, in London, in 1884, and, if 
the writer remembers correctly, in a simi- 
lar manner a few years later under ‘the 
baton. of Wagner’s disciple, Anton Seidl, 
at the Brooklyn Academy of Music. 

In 1903, however, the Beyreuth spell 
was broken by performances given at the 
Metropolitan Opera House in New York 
City, greatly to the consternation of the. 
Wagner heirs, who had found in “Parsi- 
fal” a tremendous drawing card. Since 
then the work has been done in many 
music centers, the latest of which was 
Madrid, where the conductor, if we are 
not mistaken, was Karl Muck. 

At the original performance Kundry 
was done by Materna and Parsifal by 
Winkelmann. At the first American per- 
formance, Kundry was sung by, Ternina, 
Parsifal by Burgstaller, Gurnemanz by 
Blass and Amfortas by Van Rooy. 

Shortly after the American perform- 
ances, Henry W. Savage produced a ver- 
sion which he sent upon tour. This was 
slightly shortened, but was notable for its 
general excellence. 

Wagner's version of the beautiful legend 
of the Holy Grail and the Grail Knights, 
sworn to the protection and adoration of 
the Cup from which Christ drank at the 
Last Supper, is based largely upon the me- 
dizval poem of Wolfram von Eschenbach, 
believed to have been written about 1300. 
Wagner’s love for this legend really dates 
from Tannhauser, where it is first sug- 
gested in his works. Indeed, as early as 
1857 he began sketches for this work, 
which did not acutally reach public per- 
formance until a quarter of a century later. 


The Story of ‘‘Parsifal’’ 


The legend of The Holy Grail, about which 


beautiful of those of ancient lore. 


Act I, Scene I—A> Forest near Monsalvat. 
A trumpet calls them to prayer for Amfortas’ recovery from an unhealing 


novices sleep. 
wound. 


Kundry enters with a remedy sought in distant Arabia. 
and the innocent Parsifal is dragged in and charged with the deed. 


“Parsifal” is built, is perhaps the most 


Gurnemanz, a veteran knight, and two 


A wild swan falls wounded 
Ainfortas’ train returns 


“needs. 


from his bath in the seeret lake; and Gurnemanz invites Parsifal to the castle, having been 
struck with the idea that this youth might be the ‘“‘guileless fool” who it has been said would 
be the medium of Amfortas’ regeneration. The illusion of the journey to the Castle Mat 
is produced by moving scenery so that they seem to pass through a forest and into a covered 
gallery ascending to the Castle. This ingenious and effective device was first used at Bay- 
reuth, : 


Scene I]—The Castle Hall. The daily rites before the Holy Grail are in progress. 
Amfortas is brought in on a couch to conduct these, while Parsifal stands fascinated as a 
light streams down on the Grail. The Cup is covered and after partaking of the bread and 
wine, all file out. Gurnemanz impatiently thrusts Parsifal out of the temple. 


Act II—Klingsor’s Magic Castle. Klingsor prevails on Kundry to 
The Flower Maidens, in their magical garden, try their charms. Parsifal withstands and 
triumphs. Fearing his escape, Klingsor rushes from the Castle, flings a spear at Parsifal, an — 
invisible power stops it floating above Parsifal’s head, he grasps it and with a gesture of 
exalted rapture makes the Sign of the Cross with it, at which the Castle falls in ruins, the 
garden ee to a desert, the maidens become withered flowers, and Kundry falls at Parsi 
fal’s feet. t 


tempt Parsifat. 


Act III—A Spring Landscape near Monsalvat. Gurnemanz finds Kundry in a thicket 
apparently lifeless and restores her. . Parsifal enters in the armor of the Grail knights. 
Gurnemanz tells Parsifal of the misfortunes in the castle, and Kundry ministers to Parsifal’s 

They prepare to visit Amfortas. The scene changes to the Temple of the Grail. 
Amfortas is carried in and healed by a touch of the spear in Parsifal’s hand. The Grail 
glows, a halo of light descends, while a dove hovers over Parsifal’s head as all do him hom 1g 
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Just from the Laboratory 
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THREE years seems no very long time 
to have been reviewing records. Yet, 
~ because of the tremendous strides that 
have been made toward perfecting the 
mechanics and technic of phonographic 
reproduction, one feels as if he had 
been hearing new records each month 
for several decades when he listens to 
some of the records which were reviewed 
at the start. As each new list of discs 
is released I expect to be interested, and 
possibly a trifle bored as every one is 
with routine work. But on each monthly 
trip from laboratory to laboratory, I find 
at least one record which stimulates and 
revivifies every drop of normal, musical 
emotion and appreciation. 

Such a record is the new reproduction 
which Mario Chamlee has made for the 
Brunswick of Chanson Reve from Mas- 
senet’s Manon. To be sure, this remark- 
ably beautiful lyric aria is numbered 
among my favorite compositions, and 
there is every reason to believe that I 
was prejudiced in Mr. Chamlee’s favor 
even from the moment the disc was picked 
up to be placed on the phonograph. At 
any rate, this reproduction was labelled 
one hundred and an eight per cent because 
because it was enjoyed so thoroughly; 
and there will be many like me. One 
excellent achievement that Mr. Chamlee’s 
and Mr. Brunswick’s accompanying aggre- 
gation of musicians have attained is the 
truly ethereal and dream-like quality 
’ which permeates the music which Massenet 
wrote in this work. It is impossible not 
toget this suggestion when listening and 
watching a performance of the opera, but 
robbed of its scenic setting and stripped 
of its optic appeal, the creators of. this 
reproduction have accomplished a great 
deal. 

On the same Brunswick list there 
appears an instrumental trio selection, the 
Serenade, of Tschaikowsky played by the 
- Elschuco Trio. To all of you who thor- 
oughly enjoy chamber music this record 
will be most attractive. Tschaikowsky 
was the greatest of all composers in 
writing for string instruments and as a 
proof I point to the String Quartet of 
which the Andante Cantabile is the best 
known movement, the famous Trio, which 
is regarded hy most musicians as the 
. highest type of writing of its kind and 
the popular Fifth Symphony. 

This Serenade which the Elschuco Trio 
play is one of the,smaller and less pre- 
“ tentious compositions of Tschaikowsky 
but is overflowing with haunting melodic 
themes which give you the keenest pleas- 
ure. The artists have played with pre- 
cision, fine shading and in excellent 
balance, with accurate tempi readings. 

Fiddle and I, a ballad of thirty years 
ago, is also present on ~-the~ Brunswick 
April list. Elizabeth Lennox sings it 
simply and effectively with splendid enun- 
ciation and fine tone. The melody is 
typical of the era of American music of 
the time of its composition, but all of you 
who knew the song in the heyday of its 
popularity will enjoy it tremendously, for 
Miss Lennox has accomplished a good 
reproduction. 

The Victor list offers many excellent 
discs to phonograph enthusiasts. Among 
the numbers issued are selections by 
Mischa Elman, Maria Jeritza and John 

McCormick. 

’ Mr. Elman plays a Waltz in A Major, 
a composition written in the quaint lace- 
like harmonies of nearly a century ago. 

So like a minuet is it in construction that 
I wondered how the composer happened 
_ to name it a waltz. Mr. Elman interprets 
es weet : 


pasar! ae a 


it sympathetically, playing quietly and 
evenly, with a phrase here and there of 
true, clear harmonics the tones of which 
have registered exceptionally well. If 
you find pleasure in music which breathes 
of lavender and old lace, powdered wigs 
and miniatures, here is a proper intro- 
duction. 

The Jeritza reproduction is the famous 
aria Dich Teure Halle (Oh, Hall of 
Song) from Wagner’s Tannhauser. Mme. 
Jeritza’s voice though light and almost 
effervescent in quality—a tone not asso- 
ciated with the accustomed thought for 
Wagnerian rdles—has formed a_ good 
impression on the round black plate. Her 
shading is exquisite, and, with a fine 
orchestral accompaniment assisting her 
ably, she sings to a brilliant climax, 
registering a clear, bell-like yet powerful 
high note as a worthy finish to her inter- 
pretation. 

For some time there have been requests 
for a sacred John McCormack record, so 
Mr. McCormack has sung for the current 
bulletin a record entitled Jesus My Lord, 
My God, My All. As usual, he leaves 
nothing to be desired. He sings with true 
spiritual reverence, with superb diction 
and exquisite phrasing. If you need a 
new sacred record for your library, there 
is no use for you to look further for you 
will not find a better reproduction than 
this. 

Another of our well-known tenors, 
Charles Hackett, sings a record of inter- 
est this month. It is a Columbia produc- 
tion and the selection is Geoffrey O’Hara’s 
The Living God. Mr. O’Hara seems to 
spend most of his time between life and 
death and in a most dramatic fashion. 
Perhaps you will remembér his song, 
There Is No Death, which was most 
popular three years ago. This composition 
is a song of the same vein. It has a 
most dramatic and expulsive climax which 
Mr. Hackett. sings with fine tone and all 
power. As a record it is well made, 
technically and musically. 

Eddy Brown plays Kreisler’s piquant 
little melody Schon Rosmarin for the 
April Columbia publications. He has 
flooded it with sunshine and happiness 
and created a true expression of the joy 
of being alive. If you are tired and blue 
and discouraged there is no better Coué 
cure than a quiet listening to Mr. Brown 
playing Kreisler’s tune. 

Tandy MacKenzie, a recent acquisition 
to the Columbia roster of artists, delights 
his hearers with an extraordinarily splen- 
did performance of Ah, Moon of My 
Delight from Liza Lehmann’s “In A 
Persian Garden.” Mr. MacKenzie has a 
lyric tenor voice which he uses with con- 
summate skill. At times it has a striking 
likeness to Mr. McCormack, yet it is 
individual and truly pleasing. Inthe selec- 
tion Mr. MacKenzie sings there is much 
melodic beauty and many haunting: phrases 
which he sings most sympathetically. 

The Edison has issued recently a good 


band selection which the: National Prom - 


enade Band has made of Daughter of Love 
Waltz. It is played in strict time for 
dancing and would be splendid for out- 
doors because of its carrying qualities. It 
is melodic and interesting, reminiscent 
in theme of Johann Strauss and his famous 
Blue Danube series. 

As a complement Fleanora de Cisneros 
sings the Juanita, the words by Mrs. 
Norton, of England, to an old Spanish 
melody, for the same list. Her voice is 
big and powerful and full of fire. She 
sings with a lazy, seductive feeling which 
is delightful and interesting. 
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T\URING the last twenty years there has 
D been a decided and rapid widening of 
the field for the professional organist. 
Until the latter part of the last century 
the use of the organ was practically con- 
fined to the Church, except for its use in 
the Concert Halls of England, in the 
Trocadero in Paris, and a few instances 
in our own country, such as the Cincin- 
nati Music Hall, the Boston Music Hall, 
the Auditorium, Chicago and the Drexel 
Institute, Philadelphia. There were doubt- 
less some additional instances in this and 
other countries, where the organ was used 
outside of Churches, but those mentioned 
include the more important ones. 

Since the beginning of the present cen- 
tury the growth of the field has been 
remarkable, and we now have organs in 

Municipal Halls 
Industrial Plants 
Stores 
Theaters 

' Fine Homes 


all providing opportunity for the engage- 
ment of competent organists to bring forth 
their message of musical inspiration and 
beauty. 

The theater, of course, has been the 
greatest factor in this development and 
has made, perhaps, the most exacting 
demands on the ability of the organist. 
Being equipped either as a Church or 
concert organist only, will not satisfac- 
torily supply the demands made on the 
theater organist. In addition to facile 
technic, interpretative ability and indi- 
viduality of style, the successful theater 
organist must be able to improvise, to 
modulate skillfully, and. to memorize, if 
he wishes to reach the highest point in 
that career. Unfortunately, many of the 
theater organists have not first learned 
to “play the organ.” They begin to “play 
on the organ,’ using what piano tech- 
nic they have acquired and adding to that 
an effort to swing the left foot to and fro, 
hither and thither over the lower octave 
of the pedal. board, while the right foot 
frantically “pumps” the swell or crescendo 
pedal. This type has been very aptly 
described by one of our fine theater 
organists as “Mrs. Ebeneezer Left-leg.” 

To be a successful theater organist of 
the highest type (not the sensational, 
chord scooping Jazz Artist) requires good 
piano technic, supplemented by a course 
in the technic of organ-playing under a 
teacher of the legitimate organ-playing 
school—including the use of both feet in 
playing the pedals, gaining independence 
of hands and feet, use of stops, swell 
pedals, in fact, a complete mastery of the 
physical or technical resources of the in- 
strument. When the student has acquired 
the technic of organ-playing his work can 
be adapted to theater use, either through 
his own ability to so adjust it, or by coach- 
ing with a theater organist of the highest 
type. Of course the highest type theater 
organist usually has the ability to give the 
technical training necessary, as well as 
the adaptation of the organ-playing prin- 
ciples to theater work. Added to this 
equipment the student should acquire the 
theoretical knowledge necessary to modu- 
late, and if possible, to improvise. The 
latter requires lengthy and close study and 
practice for reaching success; and, if the 
student does not have some natural abil- 
ity or the time for sufficient study of the 
subject, it will be far better to limit the 
work to set compositions, using such 
excerpts as will fit the situations. 

Very few can hope to attain such mar- 
velous ability as has been shown in 
the wonderful improvisations of Marcel 
Dupre, the noted French organist, recently 
appearing in this country, or the late 
Alexandre Guilmant, another noted organ- 
ist of that country. Another important 
requirement for the theater organist is 
the ability to adapt piano music, orchestral 
or ‘other music to the organ, in such a 
manner that it will be effective in its new 
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form. The theater organist must have a 
keen sense of situations that may arise, so 
that the music may fit the picture as a 
background. He must not detract from 
the picture by the playing but enhance its 
effect by causing the audience to associate 
the music with the picture, but not be con- 
scious of it. The theater organist should 
be of. a disposition that will enable him 
to be ready to receive suggestions from 
the management. Many times the man- 
agers are unfit, through their lack of 
musical taste and knowledge, to give 
directions; but when they are capable 
they may, perhaps, sense the pulse of the 
audience more readily than the organist, 
though peculiarly enough an organist can 
sometimes “feel” whether his efforts are 
“soing over.” 

These suggestions are probably suff- 
cient to point out the heavy demands made 
on the theater organist. For those who 
wish to play the organ and cannot, for 
some reason, place themselves in charge 
of a competent teacher, the writer would 
suggest the purchase of one of the modern 
editions of “The Organ” by Stainer, and 
the practice of various exercises contained 
in that work, in the following order: 


Practice the finding of the pedal _ keys, 
using both feet, without looking at the feet. 
Practice crossing one foot back of the other 
as suggested in exercises for that purpose. 
Practice use of heel and toe according to 
exercises given. 

While practicing above, also practice exer- 
cises for two manuals, single notes in each 
hand, as shown in that department of the 
work. 

Practice exercises for left hand 
and for right hand and feet. 

Practice exercises for both hands and feet 
in trio form—using contrasting stops on each 
manual, so that the moving voices may be 
distinetly heard. 

After the practice of these exercises has 
brought about the desired independence of 
hands and feet, practice of the scales on the 
pedals is desirable, which may be supple- 
mented by Nillsen’s Pedal Studies to develop 
facile pedal technic. 

While the student is thus acquiring organ 
technic, so far as hands and feet are con- 
cerned, works should be studied covering 
registration, tone color of different stops, a 
general working knowledge of the organ, as 
well’ aS recommended books on _ picture 
playing. 


and feet 


Of course, it is understood that these 
suggestions are made for those who do 
not have the opportunity to study with 
a teacher. It is always more satisfactory 
if the student has the benefit of a critical 
hearing of his work by a careful instructor. 

For the concert organist or the munic- 
ipal organist, whose duties consist of 
giving recitals only, the requiremenfs are 
not so great. Here the ability to impro- 
vise and modulate, while desirable, are not 
absolutely necessary; and, while it is not 
essential to memorize, to be able to “forego 
the notes” probably is a help to freedom 
to interpretation. The concert organist 
requires an ample brilliant technic, hands 
and feet, a keen sense of tone color, and 
the ability to make changes in registration 
without halting the rhythm. The concert 
organist. must possess sufficient general 
musicianship to make possible the arrange- 
ment of a satisfactory program, suitable 
to the occasion, and to give an intelligent, 
warm, and sane interpretation of the 
master-pieces chosen to. present to the 
audience. 


Good judgment in the making of a pro- 
gram is always necessary. An instance 
of this came to the notice of the writer 
recently, where a well-known organist at 
the opening of a new organ in a church, 
presented to a miscellaneous audience a 
long program, about two hours, which 
included three numbers by César Franck, 
a Bach number, and two movements from 
Organ Symphonies, with several other 
selections. Except for its length this pro- 
gram would have been ideal for an audi- 
ence or organists but was entirely 
unsuited to a congregation that had come 
to hear the new organ, and were not pre- 
pared to digest so heavy a program. The 
concert organist should also possess the 
ability to adapt music written for other 
instruments, to the organ, in such a manner 
as to make it effective on the program. 
The writer is not at all in accord ‘with 
those who would limit the organ to the 
use of compositions originally written for 
that instrument. Let such as need be 
convinced hear. The .Afternoow of a Faun 
(Debussy) played by Courboin, or the 
Midsummer Night's Dream Overture, 
(Mendelssohn) or Marche Slav (Tschaik- 
owsky) played by Maitland. 

The requirements for the concert organ- 
ist cover practically what is necessary for 
organ-playing in industrial plants, stores 
and fine homes; though in such places an 
added familiarity with music of the 
lighter style might also be advisable. 

To give the reader some idea of the 
great field we have been talking about, 
the following list from one organ-builder 
will show in some measure the variety of 
conditions under which the organ is used 
—some of them very uncommon: 


Theaters: stare se wile be HOU taleustaiwiels b ptsiateies 
Schogls's sear er GO: Hotels Sere is everelens: ce 
Masonite. < Sereteneeia 36 Institutions ...... 2 
Residence ss..605. 9 Insurance Bldgs.... 2 
Municipal ...... ..12 Open-air Theaters... 2 
SEOLOS, Vieverenede share 8 Odd Fellows ...... a 


The following list not only will give 
some idea of the scope of the instruments 
that have been installed in buildings other 
than churches, but also may serve as a 
permanent reference list of large organs 
and their locations: 


M®RCANTILD INDUSTRIAL _ESTABLISH- 


MBPNTS 

*Public Ledger Building, Philadelphia, 4 
manuals, Austin, 283 stops. Mr. Curtis now 
announces that owing to a change of plans 
this organ has been offered to the new pro- 
posed Victory Hall in Philadelphia. 

**John Wanamaker Store, Philadelphia, 5 
manele Los Angeles Art Organ Co., 232 
stops. 

John Wanamaker Store, New York, 4 man- 
uals, Wanamaker Organ Shop, 118 stops. 

Hotel Astor, New York, 4 manuals, Austin, 
97 stops. 

Grove Park Inn, Asheville, N. C., 4 man- 
uals, Skinner, 53 stops. 

National Cash Register School House, Day- 
ton, Ohio, 4 manuals, Estey, 51 stops. é 

Maryland Casualty Co., Baltimore, Md., 2 
manuals and echo, Austin, 36 stops. 

Henry Shenk Co., Pittsburgh, Pa., 3 man- 
uals, Austin, 25 stops. 

Metropolitan Life Insurance Sanatorium, 
Chapel, Mt. McGregor, N. Y., 2 manuals, 
Austin, 12 stops. 


AND 


MUNICIPAL AND CoLEncn AUDITORIUMS, 
ScHoots, Erc. | 

Eastman School of Music, Rochester, N. Y., 
4 manuals, Austin, 229 stops. 

***Military Academy Chapel, West Point, 
N. Y., 4 manuals, Moller, 168 stops. — 

Woolsley Hall, Yale Univ., New Haven, 
Conn., 4 manuals, Steere, 163 stops. 


. 4 manuals, Skinner, 94 sto 


—haps, are built on either the Duplex or the 


: = i 
po SO Se 
Auditorium, Cleveland, Ohio, 5 ma 7 
Skinner, 143 stops. oj} sa 
'*High School, Atlantic City, N. J., 4 man- 
uals, Midmer, 133 stops. q 
Auditorium, San Francisco, Cal., 4 man- 
uals, Austin, 121 stops. “ ; 
Macky Auditorium, Unity. .of | Colorado, 
bls are Colorado, 4 manuals, Austin, 115 
stops. ' 

Carnegie Music Hall, Pittsburgh, Pa., 4 
manuals, Skinner, 102 stops. 

Eastman School of Music, Rochester, N. Y., 

ps. \ 

Auditorium, St. Paul, Minn., 4 manuals, 
Skinner, 92 stops. 

City Hall Auditorium, Portland, Maine, 4 
manuals, Austin, 91 stops. 

-Memorial Hall, Pueblo, Colorado, 4 man- 
uals, Austin, 88 stops. 

Music Hall, Cincinnati, Ohio, 4 manuals, 
Austin, 87 stops. : 
Cornell University, Ithaca, N. Y., 4 man- 
uals, Steere, 79 stops. ais 
Municipal Auditorium, Springfield, Mass., 
4 manuals, Steere, 79 stops. i 

Soldiers’ and Sailors’ Memorial Building, 
Melrose, Mass., 4 manuals, Austin, 78 stops. 

Temple Auditorium, Los Angeles, Cal, 4 
manuals, Austin, 78 stops. 

Auditorium Armory, Atlanta, Ga., 4 man- 
uals, Austin, 77 stops. 

Baldwin-Wallace College, Berea, Ohio, 4 
manuals, Austin, 74 stops. . 

College of the City of New York, 4 manuals, 
Skinner, 70 stops. 

Convention Hall, Buffalo, N. Y,., Emmon 
Howard. ay ig 

*Not yet installed. 


**Originally built by the Los Angeles Art  — 


Organ Co.—enlarged by the Wanamaker Or- 
gan Shop. 
***Not yet completed. 


MAsonic TEMPLES 
Medinah, Chicago, Ill, 5 manuals, Austin, 
2 stops. 
Rajah, Reading, Pa., 4 manuals, Austin, 
66 stops. . 
Cleveland, Ohio, 4 manuals, Austin, 52 
stops. 
OPHN-AIR_ ORGANS 
Balboa Park, San Diego, Cal., 4.manuals, 
Austin, 62 stops. 
Greek Amphitheatre, Univ. of Va., Char- 
lottesville, Va., 3 manuals, Moller, 42 stops. 
Bohemian Grove, California, 3 manuals, 
Austin, 28 stops. 


Theater Organs 
ALTHOUGH many large organs are in-— 


stalled-intheaters, a large proportion, per- 


Unit Plan, and we will not attempt to give 
a tabulated list of these instruments, but 
mention a few of the well-known ones, 
such as The Stanley, Philadelphia (Kim- 
ball); The Palace, Philadelphia (Kim- 
ball) ; The Aldine, Philadelphia (Moller) ; 
The Capitol, New York (Estey); The 
Rivoli, New York (Austin); The Stan- 
ton, Philadelphia (Austin); The Rialto, 
New. York (Wurlitzer); The Roosevelt, 
Chicago (Kimball); The Allen, Cleve- 
land (Kimball); The Senate, Chicago 
(Wurlitzer) ; State Theatre, Jersey City: 
(Moller); The Olympia, New Haven 
(Steere) ; Gordon’s Capitol, Boston (Skin- 
ner) ;—not yet installed—Germantown, 
Philadelphia (Wurlitzer), and many others. _ 
The mention of Duplex Action recalls the 
story of an employe of a well-known 
organ builder, who does not approve of 
Duplex Action (the use of one set of pipes 
on two different manyals). The firm that 


he served were furnishing an organ of 


three manuals, the Choir organ consisting 
of several duplexed stops and a Clarinet. 
The employe on noticing it said of the 
third. manual—“darn thieving—a keyboard 
and a Clarinet.” _ 


Residence Organs | 

TuHrouGHouT the country are scattered 
many fine organs in homes of men whose 
names are known throughout the world— ~ 
such men as Cyrus H. K. Curtis (who not 
only has a fine large Aeolian organ in his . 
home, but also was the donor of the large 
instrument installed in the City Hall Audi- 
torium, Portland, Maine, and is the pur- 
chaser of the very large organ heading the 
list of instruments in Mercantile and In- 
dustrial Establishments); P. S. duPont 
(Aeolian) ; Senator W. A. Clark (Murray 
Harris Co.); Charles M. Schwab 
(Aeolian) ; Henry Ford (Estey) ; William 
L. Austin (Aeolian) ; W. C. Runyon (Aus- 
tin); C. P. Hagenlocher (Austin); Wm. 
Chattin Wetherill (Austin) ; Frederick W. 
Schmidt (Aeolian); George Eastman _ 


(Aeolian) ; John T, Austin (Austin) ; Ar- _ 
thur Hudson Marks (Skinner), and many - 


others. 
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KRAKAUER BROS. 
193 Cypress Ave., New York 


PROOF of the invariable quality, tonal 
and mechanical, of Austin output, is 
realized from the list of 1922 contracts, 
covering an area ‘twenty-nine states, 
and most of which “came through the 
belief and confidence inspired by the 
behaviour of eee ilt organs, 
Every Austin Organ, small or large, is it- 
self an eloquent agent for the building of 
others, There is nothing finer than a fine 
Austin, and whether a small two-manual 
or a gigantic four-manual, the structural 

quality is the same. 


AUSTIN ORGAN CO. 


(165 Wood!and St. Hartford, Conn. 
MAREE A 
GUILMANT 


ORGAN SCHOOL 


Dr. William C. Carl, Dir. 


A Distinctive School for serious students. 
Master Class. Free Scholarships. Students 
aided in securing positions. 
‘ Write for Catalog 

17 East 11th Street, New York 


BS YEARS of develop- 
ment has won universal ac- 
knowledgment of “ORGOBLO” 
superiority. Recent Improve- 
ments have made the 


SUPER “ORGOBLO” 

Sturdy—E fficient—Quiet 

Most of the largest and finest 
American Organs are blown by 
ORGORLOS. 

The ORGOBLO has won the 
A apa pret in every exposi- 
tion en 
i speci SORGOBLO JUNIOR” 

for Reed and Student Organs 


THE SPENCER TURBINE COMPANY 
HARTFORD ee 


CONNECTICUT 
PIPE ORGANS 


Our organs have ever been noted for their pure | 
} tone, perfect balance, durability and beauty of 

design. Business founded in 1844. Many of 
1} our early instruments are still in use. 


The Emmons Howard Organ Co. 
~ WESTFIELD, MASS. 


ADVANCE OF PUBLICATION OFFER 


FORTY-FOUR STUDIES 
FOR THE ORGAN 


, With Special Regard to 
Obbligato Pedal Playing . 


By J. SCHNEIDER Op. 48 


‘ Advance of Publication Cash Price, 30 cents, postpaid 
| THEODORE PRESSER CO., Music Publishers and Dealers, 1710-12-14 Chestnut St., Philadelphia 


An unusual organ installation is that of 
a fine four-manual Aeolian organ ina 
greenhouse in the beautiful gardens at 
“Longwood,” the magnificent estate of Mr. 
and Mrs. P. S. duPont, near Wilmington, 
Del. A few words about the organ activi- 
ties at “Longwood” may be of interest. 
The gardens and greenhouses are open to 
the public from eleven until six o’clock all 
week-days, holidays, Saturdays and the 
first and third Sundays of every month. 
There is a small fee of twenty-five cents 
charged on Saturdays and Sundays, which 
is turned over to any hospital in Wilming- 
ton or West Chester, designated by the vis- 
itor. No admission charge is made on 
other days. For the past year two-hour 
organ recitals have been given every Sun- 
day afternoon, and these are open to the 
public the first and third Sundays of each 
month, at no additional admission charge. 
The Sunday attendance has averaged 
around one thousand, and has even reached 
the twenty-eight hundred mark. In this in- 
stance not only do these activities give op- 
portunity for engagements to organists 
(different organists appear), but result in 
a magnificent offering to hospitals through 
the large amount paid by visitors for ad- 
mission. 


Radio Broadcasting and the Organ 

Another and newer element that has 
added to the organist’s opportunities is the 
wide use of radio broadcasting. Here the 
organist is not only benefited by the 
opportunity for engagements, but also by 
the large amount of publicity given as a 
result of the immense audience “listening 
in” not ohly from nearby points, but also 
at far distant ones. Already the largest 
organ in the world (in the Wanamaker 
store, Philadelphia), is being broadcasted, 
which is true also of the organs in Kim- 
ball Hall, Chicago, the Estey Studios in 
New York city, Carnegie Hall, Pittsburgh, 
numerous churches and the home of Dr. 
Herbert J. Tily, near Philadelphia, which 
is broadcasted through the mercantile 
establishment of Strawbridge & Clothier, 
Philadelphia, of which Dr. Tily is an exec- 
utive. 

We quote from an editorial in the Febru- 
ary, 1923, Erup—E—‘“Radio has forn down 
the walls of the concert hall and admitted 
the multitude. The pianist can play to a 
hundred thousand now, instead of to five 
thousand. Every time he plays there are 
hundreds listening who would like to play 
as well, who will employ teachers to teach 
them.” We quote also from an editorial in 
the January, 1923, issue of The Diapason— 
“We may be wrong, but it seems to us 
from a close survey of the news of the 
organ world every month that the 
organ recital is more in demand than per- 
haps ever before. Not only do great artists 
play before crowded houses, but there is 
more and more interest in church recitals 
and the competition of the radio and the 
phonograph seem only to whet the appetite 
of music-lovers.” 

Surely there are many opportunities for 
the organist who is wide-awake, competent, 
and willing—both to fill these various en- 
gagements and to prepare others to fill 
them. 

As in all professions, the humorous side 
also makes its appearance occasionally in 
connection with the organist’s work, and 
some incidents may be of interest to the 
reader. Many stories have been printed 
about the late William T. Best, the emi- 
nent English organist, but to the writer’s 


This standard work will be added to the 
Presser Collection. Our new edition, now 
in preparation, will be superior in all respects 
and is to be edited by Mr. B.A. Kraft, the 
well-known concert organist. These studies 
are practically indispensable to every organ 
student. After one has finished the first in- 
struction book, studies of this type are needed. 
They are intended to dev elop a thorough 
pedal technic together with independence of 

ands and feet and an appreciation and under- 
standing of the true organ style. 


knowledge the following one has not yet 
appeared: A young man was engaged in 
working on an organ on which Best was 
to give a recital. The Clarinet stop for 
the instrument arrived on the morning of 
the day on which Best was to play, and the 
young man told him not to use the Clarinet 
but that it would be ready for the recital. 
The first stop drawn by Best was the Clari- 
net, and turning to the young man, he said, 
“Do you call that a Clarinet—that’s a 
of a Clarinet!” The young mah, having 
had experience with Best’s eccentricities on 
former occasions, and having always here- 
tofore meekly endured them, let loose on 
Best and gave him a dose of his own medi- 
cine. When he had finished, Best laid his 
hand on the young man’s shoulder and said, 
“My boy, now I think we are beginning to 
understand each other.” 

One of the most prominent concert or- 
ganists in this country was engaged to play 
a recital in an auditorium in a Western 
city. The auditorium, it seems, was used 
for other purposes than the refining influ- 
ence of music, and shortly before the date 
scheduled for the recital, a prize fight was 
staged. The Mayor of the city was on 
hand for the fight (we are not informed 
whether he attended the organ recital) and 
the top of the console of ‘the organ ob- 
structed his view of the fight, consequently 
that portion of the console was removed. 
The boy who carried the water stumbled 
and spilled the bucket of water into the 
console, with the result that when the or- 
ganist arrived the combinations had to be 
set with a wrench on account of the rust 
and verdigris. To emphasize the refined 
atmosphere in the auditorium just .as the 
organist was about to begin to play, a 
boy went through the auditorium shouting, 
“Peanuts, pop-corn!” 

In a town of Ohio an organ was installed 
in a college, the contract being that the 
builder was to furnish the organ, ready to 
play. The college furnishing its own elec- 
tricity and other utilities. When the in- 
strument was finished the president charged 
the organ builder’s account with coal for 
lighting, power for organ, heat while tun- 
ing and the engineer’s time. This was, of 
course, unusual, but, as. the president 
seemed to have the best of it, the man who 
had erected the instrument showed himself 
“sport” enough to stand for it. A little 
later the president of the college wishing 
the console of the instrument lowered two 
feet, inquired cf the young man as to the 
cost. The young man made the job seem 
so large that an elaborate estimate was 
necessary and named his figure at $375, 
which was far in excess of the cost of the 
work, which required less than a half-day 
for its accomplishment. The college pres- 
ident, who was also a “sport,” realized 
that the young man was getting even, and 
paid the bill. 


A Dictaphone Story 

In a very ritualistic church in one of 
the large cities in the East, the new organ 
was equipped with a dictaphone device by 
which the tone of the organ was carried to 
the choir in another room. This room was 
also used as a school room, presided over 
by Sisters connected with the church. The 
dictaphone is so arranged that it can be 
switched “on” and “off.” By an oversight, 
it was allowed to remain “on” while a 
tuner in the organ, who was not aware of 
the fact, took occasion to give vent to his 
feelings over some troublesome reed pipe, 
in language that was, to say the least, not 
edifying to the Sisters and pupils, as it 
was carried to the room through the open 
dictaphone. 

In a certain church in Philadelphia was 
an old organ that apparently gave the or- 
ganist much trouble, especially a certain 
“C” The tuner, arriving one day, found 
a note reading, “O that C.” The tuner 
went inside the organ and securing a 
washer that had crumbled almost to dust, 
put it on the key-board with a note read- 
ing, “O ‘see’ this.” 


APRIL 1923 


The dread 
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Pyorrhea 


PYORRHEAS infecting germs cause 
many ills. Medical science has 
proved this. 

Many diseased conditions are now 
known oftento be theresultof Pyorrhea 
germs that breed in pockets about the 
teeth. Rheumatism, anaemia, nervous 
disorders and other diseases have 
been traced in many cases to this 
Pyorrhea infection. 

Don’t let Pyorrhea work its wicked 
will on your body. Visit your dentist 
frequently for teeth and gum in- 
spection. 

And watch your gums yourself. 
Pyorrhea, which afflicts four out 
of five people over forty, Sas 
with tender and bleeding 
then the gums recede, Postel tee j 
cay, loosen and fallout, ccrembe 
extracted to rid the system of the 
poisons generated at their base. 

Forhan’s For the Gums will 
prevent Pyorrheamor check its 
progress—if used in time and 
used consistently. Ordinary den- 
tifrices cannot do this. Forhan’s 
keepsthe gumshardandhealthy 
—the teeth white and clean. 
Start using it today. If gum- 
shrinkage has set in use For- 
han’s according to directions 
and consult a dentist imme- 
diately for specialtreatment. 

fee and 60c tubes in 

Fen Canada. 


rmuls of 
R. J. jee D. D.S, 
FORHAN CO, 
few Yor! 
Forhan's, Ltd, 
Montreal 


FOR THE GUMS 


Kill The Hair Root 


My method fs the only way to prevent the hair from grow+ 
ing again, Easy, painless, harmiess, No scars. Booklet free, 
Write today enclosing 3 stamps. We teach beauty culture, 

J. Mahler, 253-A, 


Mahler Park, Providence, R.I, 


A Song for “‘Mother’s Day” 


MOTHER 


Words by RUTH BEN ALBERT 


Music by 
STANLEY i “WIDENER 


The text of this song is beautiful inits | 
description of all that seems so much bet- 
ter, sweeter and dearer because of mother. 
The musical setting is a worthy dedica- 
tion to the composer’s mother. 


Catalog No. 17956 
THEODORE PRESSER CO., Phila., Pa. 
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Price, 50 cents 


PIPE ORGANS 


America’s Leading Instruments 


We build organs for every 
place and purpose. Every 
organ specially designed and 
built and fully guaranteed. 
No organ too large or too 
small to interest us. Refer- 
ences—thirty - five hundred 
churches and _ institutions; 
also leading organs of the 
country. 

Booklets and specifications 
on request 


M. P. MOLLER 


Hagerstown, Maryland 


Please mention THE ETUDE when addressing 
our advertisers. 
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Don’t be a “‘kid”’ all your life 

No wonder freckles makea girllook silly! 

“= They belong with pigtails—and the “‘kid’’ age. 

If she is teased, she has only herself to blame. 

A touch of Stillman’s Freckle Cream applied each 

night will cause freckles to fade gently away 

while onesleeps. Safe and sure—in use since 1890, 

Cannot grow hairs Look for the parple and gold 

peckee: Onsale at drug stores inb0c and $1 sizes, 

rite for booklet. The Stillman Co., 27 Rose- 
mary Lane, Aurore, Ill. 


Stillman’s 
Freckle 


Cream 


“Beauty Parlor Secrets” 
sent free on request 


PIANISTS, VIOLINISTS, 


*CELLISTS 


Cut Weary Scale Practice 


Reading Music at Sight, Rapid Fingering, Flexi- 
bility of Wrists and a fine Vibrato acquired by a 
few minutes’ daily practice, away from the instru- 
ment. NO APPARATUS. 


Send for Free Illustrated Book to Principal 


The COWLING INSTITUTE 


500 Fifth Avenue Room 427A New York City 


Saves losses in laundry and mix- 
ups at home. Mark linens, silks, 
cottons and woolens with Pay- 
son's. It will not run, fade or 
P| wash out. 30c at stores or by rail, 
——~ PAYSON’S INDELIBLE INK Co, 
1126 Henshaw Ave., Northampton, Mass, 


—— FOR MOTHER'S DAY 


MEMORIES 
By GERTRUDE MARTIN ROHRER 


A quartet or chorus for soprano, alto, tenor and 
bass. May also be sung as an anthem, using the 
text, “He Leadeth Me.” 

Catalog No. 15790 Price 12 Cents 
THEODORE PRESSER CO, 
1710-1712-1714 Chestnut Street, Phila., Pa. 
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BRUSHES 


F or Household and Family re- 
quirements. Best quality, long 
wearing, perfect working. Ex- 
tensive assortment,—every 
brush needed for home life. 


Send for Iilustrared Literature 
JOHN L. WHITING-J. J. ADAMS CO. 
BOSTON, U.S.A. 
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Registration on a Small Organ ; 


By Frank Howard Warner 


Havine played for some months on a 
very small pipe organ; an account of my 
efforts to get as much variety out of the 
instrument as possible may be helpful 
to other organists similarly afflicted. 


Specifications 
Swell—Salicional, 
Flute 4ft., Tremolo. 
Great—Dulciana, Open Diapason, Princi- 
pal 4ft. 

Pedal—Bourdon 16ft. Couplers—Swell 
to Pedal, Great to Pedal, Swell to Great, 
Swell to Great Octaves. - 

In spite of, the very limited resources 
of the instrument, I found by calculation 
that over forty different registrations were 
possible—I would not say all of them were 
effective. 


Principal as Solo Stop 

The Principal was very string-like in 
tone, and this was an advantage, as it 
made that stop very useful as a substitute 
for Gamba and Oboe. As the church was 
small, the other stops were softer in tone 
than would be the case in larger buildings. 

Because of its penetrating tone the 
Principal could not well be used for soft 
effects in the upper part of the Keyboard, 
only in the lower half. In soft combina- 
tions it was most frequently used with 
Swell, Salicional and Stopped Diapason 
coupled to Great at Octaves, which soft- 


ened the effect of the Principal and made 


shading possible by. means of the Swell 
expression pedal. By playing on the Great 
an octave lower than written, the pitch 
of both manuals was as written. If play- 
ing a solo melody on Great with this 
combination, the melody must be played 
an octave lower than written, the accom- 
paniment as written, on.the Swell. Notes 
below tenor “C” must be played on the 
Swell, of course. 


Voix Celeste Substitutes 
A combination which was effective in 
many passages where Voix Celeste was 
called for, was Salicional Dulciana and 
Tremolo, with Swell coup ed to Great at 
normal pitch and octaves also. This was 
especially effective in very soft endings. 
Some passages were pleasing played on 
Swell at normal pitch with Salicional and 
Flute (4ft.). Occasionally one could be 
played an octave lower with this combina- 
tion. There are times when any soft stop 
can be used an octave higher or lower 
than written, but care must be taken that 
beauty of tone be not sacrificed for novelty, 
since the extremes of any register are 
rarely as pleasing as the middle. 
An effect similar to the use of a soft 
16ft. stop on the manuals could be obtained 


Stopped Diapason, 


by drawing Salicional, Stopped Diapason, 
Dulciana and Swell to Great Octaves, play- 
ing an octave lower than written on Great. 
Flute could be added to this combination, 
as could Principal also, the effect being 
similar to that of a large organ heard 
at a distance. 

Imitation of an all-Diapason combina- 
tion was managed with Swell, Stopped 
Diapason coupled to Great, Open Diapa- 
son at 8 and 8ves. se 

Open Diapason was also frequently used 
.as a solo stop, as its effect outside the 
chancel was much like that of a Double 
Flute. It was necessary to accompany it 
with full Swell usually—the difference in 
volume between Stopped Diapason and 
Open was very marked. 

Smoothness in passing from Swell to 
Great for a gradual increase in power was 
difficult, for the reason given above. To 
avoid a too sudden increase, the player 
must drop to Great with Principal and 
Swell to Great 8ves. only, playing an 
octave lower than written, as Principal 
played at. normal pitch would give too 
shrill an effect. When necessary to bring 
on Open Diapason, Swell to Great 8ves. 
must be put off and the other Swell to 
Great coupler drawn. This process must 
be reversed for diminishing power, of 
course. 

By practice one becomes able to make 
these changes quickly, sometimes changing 
four stops at once if they are controlled 
by stop Keys (black and white) as in the 
organ treated here. 


Pedal Solo. 02 


A composition with solo melody for th 
pedal required Great to Pedal with either 
Principal or Open Diapason drawn, the 
accompaniment on the Swell, Salicional 
and Stopped Diapason, or with Flute 
added (when using Open Diapason). In 
some cases such a passage might be played 
(on pedal) an octave higher than written 
with Bourdon drawn—no manual to pedal. 

By painstaking study and experiment 
with all possible combinations of stops, 
and only thus, can one become expert in 
registration, securing unusual and beauti- 
ful effects, even with very limited re- 
sources sometimes, and gain that respect 
and admiration for ability which is a great 
factor in bringing larger opportunity. 

Although the organ with which I had 
to deal was quite inadequate for the church, 
there were persons who remarked that the 
instrument sounded so well, a larger one 
hardly seemed necessary. After a service 
in which the full strength of the organ 
was used, one of the choir boys said, “The 
organ sounds fine! You get more noise 
out of it than our other organist did.” 


Bulletin of the Home for 


Tup Presser Home for Retired Music 
Teachers, in Germantown, will hereafter be 
represented in the columns of THe Erups, 
when events of sufficient interest to our 
readers arise. The Home was established 
in 1907, in Philadelphia, but was later re- 
moved to Germantown, where it now occupies 
a fine modern building erected expressly for 
it, in spacious grounds in one of the most 
attractive sections of Philadelphia’s famous 
suburb. 

There are now forty-six residents at the 
home, and only one or two more rooms are 
available, as several have already been as- 
signed to other applicants, who will arrive 
shortly. Full information as to residence 
in the home may be secured by writing the 
Secretary, care of Presser Foundation, Mid- 
dle City Station, Philadelphia, Pa. 

During the past month Mr. and Mrs. W. Ll. 
Coghill, of New York, visited the Home and 
expressed themselves as immensely gratified 


A SOUTHERN FANTASY 
For Pipe Organ 


By Ernest F. Hawke Price 75 cents 


A Novelty for Concert or Theater Playing 
‘Theodore Presser Co., Philadelphia, Pa. 


Please mention THE ETUDE 


Retired Music Teachers 


after an inspection of the building from cellar 
to roof. Mr. Coghill is the executive head 
of the John Church Company. Another visi- 
tor during February was Dr. Woldemar 
Schnée, the renowned European hand expert 
who has trained and treated the hands of> 
a great many of the foremost virtuosi of the 
present day. 

We record with regret the death of Miss 
Sarah Jane Beach, who passed away in the 
early part of the month. Miss Beech was 
eighty years old. Practically all of her adult 
life, prior to entering the Home in 1915, 
Was spent in musie teaching and she had 
many devoted pupils. She was exceedingly 
witty and had a disposition which brought 
beautiful sunlight to the home despite the 
fact that she had gone through life with a 
bad ease of curvature of the spine. 
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IF IT’S MORE MONEY 
YOU NEED—READ THIS | 


Be our repre- Easy to earn $25.00 weekly, | 
sentative. spare time work. 


Sell imported More money for home, 
and domestic clothes, education: advance- 
dress fabrics. ment easy if you follow 
Commissions ¢xample of hundreds of our 
Liberal: representatives. Many add 
over $100 to present income. 
We have helped thousands. We can help YOU. 
Assure yourself of greater income by acting as 
our representative in your town selling friends 
and neighbors high grade ‘dress fabrics, under- 
wear, hosiery, etc. No investment. Beautiful 
samples and Catalog now ready. No disappoint- 
ments. Regular customers easily obtained. Best 
season NOW. Become.a steady money maker. 
Start at once. Write today for full instructions. 


MUTUAL FABRIC CO., Dept, 693, Binghamton, N. Y. 


LEARN PIANO 


MAKING TRIALS x 
OF TRUE TONE 


NILES BRYANT SCHOOL of PIANO TUNING 
1209 Bryant Building AUGUSTA, MICHIGAN © 


YOUR PHONOGRAPH _ 


will reproduce in” : 
SOFT mellow tone WITHOUT ~ 
SCRATCH, AND SURFACE NOISES 
by usinga ( 
DEFLEXOGRAPH _ 
FITS ANY PHONGGRAPH , 
(or Victrola), Using steel 
needles. Play after hours. 
Will not disturb. Defle 
ograph attaches to need 
holder. Filters soun 
oscillations. Prevent: 
scratch and surfac 
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box. No metallic nois: 
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Short Course | 


By Note or Ear. With or witbout music, 
Adult beginners taught by mail. No teacher required. Self- J 
instruction Course for Advanced Pianists. Learn 67 styles of 
Bass, 180 Syncopated Effects, Blue Harmony, Oriental, Chime } 
Movie and Cafe Jazz, Trick Wndings, Clever Breaks, Space | 
Fillers, Sax Slurs, Triple Bass, Wicked Harmony, Blue Obli- 
gato and 247 other subjects, including Har Playing. 110 pages 
of REAL Jazz, 25,000 words. A postal brings our FREE 
special offer. 


Waterman PianoSchool,241Superba Theater Bldg, LosAngeles, (al, | | 


STUDY HARMONY 
and COMPOSITION 
under the personal 

by MAIL instruction. of Dr. 
Alfred Wooler, winner of Interna- 
tional anthem competition, 1911. 
A simple, concise and practical 
course. Send for prospectus and 
rates. Composers’ MSS. corrected. 


ALFRED WOOLER, Mus. Doc. 
A171 Cleveland Ave., Buffalo, N. ¥. 
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POPULAR MUSIC 


] .SCHOOL OF t SO 
THE ART OF SYNCOPATION, 
Rag-dazz, Piano, Saxophone or Banjo taught 


quickly at Christensen’s Schools in 90 cities, 
or by mail, Booklet sent free, . 


Teachers Wanted “".Nentea” 


CHRISTENSEN SCHOOL OF POPULAR MUSIC 
20 KE. Jackson. Suite 4 CHICAGO, ILL. | 


FRECKLES 


Now Is the Time to Get Rid of These 
Ugly Spots t 
There’s no longer the slightest need of feel 
ashamed of your freckles, as Othine— double strength 
is guaranteed to remove these hemely spots. 
Simply get an ounce of Othine—from any d 
and apply a little of it night and morning and you shot 
soon see that even the worst freckles have begun 
disappear, while the lighter ones have vanished ent 
It is seldom that more than an ounce is needed 
completely clear the skin und gain a beautiful ¢) 
complexion. t 3 
Be sure to ask for the double-strength ous 
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this is sold under guarantee of money back 
to remove freckles. 


Community Singing 
Home Happiness 
chool Exercises 
Edited by 
DR. J. LEWIS BROWNE 
The songs you remember, 
and those you’d like to remember—old and 
favorites close to every heart—you'll find 
em all in this happy collection of tunes. 
omplete with words and music. Easily 
dable! Well printed on paper of selected 
de. For home, school or club use this 
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ianologues 


__ The clever Bispalyee merits a place on every enter- 

tainment program. For either platform or parlor use, 

especially recommend the following, which may be 
equally well as readings or as vocal solos: 


~ Dreamin’ 1n DE Twiuicut . . . (Character) 
Fippuiw’ in ve Fireicnt . . . (Character) 
BYATB SS Voces sien’ eo) « «  «. (Humorous) 
PO SGREP A SMITIN’ 201 6). ec (Inspirational) 
Lr’t Ove Brown Canin . . . . . (Lullaby) 


; _ Oxvv-Trwe Wevpinc Day . «. . (Character) 
___ A Perrect Lirrte Lapy (Humorous Juvenile) 
_ Steepy Town Srecran . . . . . (Juvenile) 
; Speak ror YurESELF, YOHN. . Humorous) 
_ | Speak Up, Ike, en’ ’Spress Yo’sE’F a baae 
In full sheet music form—price, postpaid, each, 35c. 
The set of ten $3.00; mention “Erupe Coxiection.” 
plete list on request. 
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WHAT THEY SHOULD KNOW 
P By Rosabelle Temple 


| A Short course in elementary theory with practi- 
cal suggestions and ‘‘Don’ts”’ for Concert goers. 
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Question and Answer Department 


Conducted by ARTHUR DE GUICHARD 


Always send your full name and address. 
been neglected. 


No questions will be answered when this has 


Only your initials or a chosen nom de plume will be printed. 


Make your questions short and to the point. 


Questions regarding particular pieces, metronomic markings, etc., not likel 
to the greater number of ETUDE readers will not be considered. ‘ vf bahed elhiae op 


“Moonlight Sonata’: Pedal. 


Q. Will you please advise me as to the 
use of the pedals in the first movement, 
“Adagio sostenuto,’? of the “Moonlight 
Sunata” of Beethoven (Op. 27, No. 2)? JI 
have been taught to play it “without the loud 
pedal;” but several pianists have said that 
it is incorrect. What is the right way to 
use the pedal?—B. D., Quidniek, R, I. 

A, If the instructions of Beethoven him- 
self are followed, no mistake can be made, 
He wrote on the sonata’s first passage: Si 
deve suonare tutto questo pezzo delicatissi- 
mente e senza sordini; that is, “all this page 
must be played most delicately and without 
dampers.” Senza sordini, without dampers, 
means that they should be raised by putting 
down the so-called “loud pedal.’ Therefore, 
to interpret this movement correctly, the loud 
pedal will be put down on the first beat of the 
first measure and kept down for the whole 
measure. It must be released just as the first 
beat of the next measure is about to be 
played and put down again immediately after 
striking the first beat. The same manner of 
using the loud pedal must be observed with 
every change of harmony (namely, with the 
third beat in measure 3, and with each beat 
in measure 4). N. B.—The name “loud 
pedal’ is a misnomer, for, while it is used 
for ff. passages, it produces a very beautiful 
effect in pp. passages. Its correct name is 
“the damper pedal.” As its use prolongs the 
sound of a note or chord, it should not be kept 
down during changing harmonies. 


Breathing for Singers. 


Q. It has been proposed to me as indis- 
pensable, nay, absolutely imperative, that I 
should take a course of some sixty to ninety 
lessons in “how to breathe,” “breath control” 
—in short, breathing—before taking singing 
lessons. Will you please give me your best 
advice in the matter? I have neither money 
nor time to waste in superfluous lessons. 
Cannot breathing and singing be taught and 
learned concurrently?—A. C. D., Providence, 
Rae 


A. Most assuredly, they can be taught, 
Jearned and studied concurrently. Indeed, it 
js the only fair and correct method. He who 
goes in for a course of breathing alone will 
afterwards find many things to alter in order 
to get free emission of voice, quality of tone 
and correct resonance. It does not need a 
specialist to teach one how to breathe in 
singing. Any fully equipped teacher of sing- 
ing can teach it better, because he will apply 
it to the special needs of the voice he is 
training. As a matter of fact, singers breathe 
like other folk, or like a healthy baby asleep 
in its cradle. But they practice their breath- 
ing daily and knowingly by making their in- 
spiration easier and deeper and controlling 
their expiration so thoroughly that the re- 
sultant tones are pure and steady. The sing- 
ing-teacher is the judge of that. 


The Number of Seales. 


Q. How many scales are there? I ask the 
question because some of my pieces seem to 
be written by the aid of different styles of 
scales: Beethoven, Chopin, Liset, Ravel, ete. 
—JANY M., Boston, Mass. 

A. The question is somewhat vague, to 
say the least. To a great extent scales are 
racial, epochal, ete.: Egyptian, Hebrew, Chi- 
nese, Hindoo, Greek, Byzantine, Arabian, Per- 
sian, Siamese and the extreme Oriental. Oc- 
cidental, or Western, musie (including the 
U. S. A.) makes use of seales with which we 
are all familiar. All these Western countries 
have the same scales, with but few exceptions 
(chief among them being the Hungarian scale, 
ag exemplified by the Liszt Rhapsodies). They 
are as follows, seven in number: The major, 
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four forms of the minor, the Hungarian (see 
below)—all in their fifteen keys (seven. sharp 
keys, seven flat keys, and the key of C), and 
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the whole-tone scale, which, consisting of 
whole-tones or steps, has no key as generally 
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understood. The chromatic scale having only 
half-tones has no key. Here are also three 
examples of scales as found in Siam: 
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It will not serve any practical purpose to en- 
ter at the present time into the question of 
far Oriental seales, for the simple reason that 
their modes and turns of thought are ex- 
tremely chromatic—more than chromatic, as 
we understand it, for, instead of degrees by 
tones and semi-tones, we find quarter-tones. 
It is quite possible that future melodie de- 
velopments will be in the direction of quarter 
tone progressions. 


Harmony, Counterpoint, Etc. 

Q. Having studied Emery’s “Elements of 
Harmony,” I have gathered the knowledge it 
gives on the major and minor scales; yet I 
know but little about minor scales, except 
their forms. (1) Will you kindly tell me the 
uses of the Melodic minor scales, both the as- 
cending and descending ; what is their use in 
cending and another descending? (8) In the 
compositions? (2) Why is there one form as- 
study of Theory, what should I take up after 
the elements of Harmony?—F, C., Los An- 
geles, Cal. 


A. (1.) This question about the uses of the 
minor scales in musical composition is akin 
to asking the use of bricks in building: or. 
more avronos. of colors in pieture painting; 
or, primitively, of the alphabet. All music is 
built upon a foundation called a seale. The 
notes both of melody and harmony denend 
upon the seale adonted. An artist-nainter 
does not use one color only. A musician does 
not write only in one form of scale. Accord- 
ing to the mood, atmosphere or color which 
he wishes to imnarf to his comnosition. he 
chooses the prevailing eolor (seale) that he 
desires: and, relieving it hy the use of other 
colors (passing seales), thus builds his musi- 
cal construction or naints his musical picture. 
A seale is the skeleton or alnhabet of the 
tonality or key of a composition. Without 
that seale the composition would he without 
form, incoherent. Thus, the Melodie minor 
scale, just like any other scale, has its use 
in depicting a snecial form of mond or emo- 
tion, at the will or inspiration of the com- 
poser, R 

(2.) The change in form of the descending 
Melodie minor scale is to avoid ambiguity: 
thus, A melodie minor ascends by way of F* 
and G2; if it descended by the same notes it 
would give the impression of A major, until 
the third of the key-note were sounded, there- 
fore it deseends by way of its relative major, 
with the F and G naturalized. 


(3.) It is presumed that you have already 
hecome an adept in Solfeggio, if not, you 
should become expert in it. Before complet- 
ing the course in Harmony, Simple Counter- 
point should be taken up; then the study of 
Double Counterpoint, Canon, Fugue and 
Musical Composition. There is no dearth of 
excellent works on these subjects. 
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Joachim on Cremona Violins 


Joacuim, the famous violinist, who was 
for many years at the head of the Royal 
High School of Music in Berlin, and who, 
during his life-time was considered the 
world’s greatest violinist, was a great 
authority on Cremona violins as well. Of 
these violins he said, “With respect to 
the violin makers of Cremona, I am of 
the opinion that the palm should be 
awarded to Antonio Stradivari, in whose 
instruments’ are combined the tone-pro- 
ducing qualities which the other great 
makers have been able to bring forth only 
individually. Maggini and Amati were re- 
nowned for the delicacy and sweetness 
they imparted to their instruments, but the 
union of liquidity and power is more espe- 
cially noticeable in the violins of Joseph 
Guarneri del Jesu and Stradivari. 

“T often wish I were a wealthy man 
in order that I might make a really com- 
plete collection of violins. I would pur- 
chase one of every period, so that I might 
learn and become familiar with the individ- 
uality of each maker. Stradivari seems to 
have given a soul that speaks and a heart 
that beats, to his violins; for the player 
seeks and finds a sympathetic echo to his 
emotions; and this is the secret of bring- 
ing out the essence of fundamental tone.” 

Joachim during his life-time owned sev- 
eral Stradivarius violifs, one of which was 
presented to him by his English admirers 
in London. 


Never Too Late 


Ir is simply astonishing what obstacles 
people who really love the violin will sur- 
mount; and it is also noteworthy how much 
pleasure can be derived from violin study, 
even if taken up at an advanced age, pro- 
vided the students are content to play 
music of moderate difficulty. 

Mr. Edward H. Fulton, of Clinton, lowa, 
a reader of the Etups, writes to the Vio- 
linist’s Etude as follows, about his violin 
study: “I am fifty-seven years old and 
play the violin for my own amusement at 
home. I never tried the violin or other in- 
strument until just eleven months ago. 

“The reason I play is because I am 
totally deaf, and cannot hear any one else 
play. I “hear” my violin by vibration, via 
chinbone, collar-bone, etc. I can tune my 
own violin and can tell a fraction of change 
in pitch.” 

Mr. Fulton takes great interest in the 
problem of learning the vibrato, and other 
technical difficulties of violin playing. He 
has some excellent ideas as to mastering 
the vibrato in the shortest time. He writes: 
“To learn the vibrato in one week, as to 
the principle, but lacking, of course, fin- 
ished development and control, that can 
come only from practice, by a student able 
to play only simple melody tunes, I suggest 
a careful reading of your article on 
“Starting the Vibrato,” in the November, 
1922, Erupr. Take the’ song or melody of 
Lorena; transpose it or play it one octave 
higher than the voice notes, in the third 
position, which places the notes to be played 
especially pathetic or “vibrato,’ under the 
fingers the most easily operated. The thrill 
or sentiment of the old song makes the 
brain and fingers coordinate in a way not 
found in purely mechanical practice. I 
feel sure what I did in one week in the 
vibrato could be done in even a shorter 
time by a younger person.” 

Mr. Fulton is quite right in his theory 
that playing songs with much sentiment 
and expression in the third position, is a 
valuable way to get the idea of how to exe- 
cute the vibrato. What the brain feels, the 
fingers will learn to execute. While a 


finished vibrato could not be acquired in a- 


week, the germ of the idea of how to exe- 
cute it might be learned in that time. Like 
learning the trill, it takes a long time to 
acquire a really artistic vibrato. 
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Bowing, Fingering and Shifting 


Every now and then some one writes 
to the violin department and asks for the 
rules of fingering, when shifting, also how 
to tell what variety of bowing to apply to 
various passages, where nothing is marked 
in the music. They evidently imagine that 
a few short rules can be formulated, by 
which they can bow and finger any pas- 
sage ini music where it is not specifically 
marked. 

Now the fact of the matter is that it 
requires an immense amount of study and 
experience before the student is competent 
to bow and finger music which is not 
marked, or to correct the bowing and 
fingering of music which is wrongly 
marked, and this latter includes an im- 
mense amount. 

There are thousands of sheet music pub- 
lications and music books for the violin, 
in which the most important passages are 
left unmarked, or are marked in a way 
which is quite contrary to the rules of 
good violin playing. Composers, pianists 
and players of other instruments, are con- 
stantly trying to edit violin works, when 
their knowledge of the violin is so limited 
that they make a pretty mess of it, and 
the student who®has not yet arrived at a 
stage where he knows how to do the 
work himself, struggles along in a blind 
and aimless way, trying to play them. 


Good Editions 


Students of the violin will often notice 
in compositions issued by the better class 
of publishers, the words: “Edited by——’, 
printed at the left of the first page of 
the composition, opposite to the name of 
the composer. This means that the pub- 
lisher has engaged a competent violinist 
to edit the work, 7. e., to mark the bow- 
ing, fingering, where the shifts are to be 
made, passages which are to be played 
upon one string, the up and down bow 
signs, the particular kind of bowing which 
is to be applied to certain passages (espe- 
cially as regards the various forms of stac- 
cato, spiccato, bouncing bow, etc., also the 
expression marks, dynamic signs, etc. 
Good editors of violin music are scarce, 
and many a violinist has built up an en- 
viable reputation by his skill in editing 
violin music. 

The standard violin studies, and violin 
solo compositions are usually marked the 
best, and the viol’n parts of orchestra 
music the worst. Indeed, a great deal of 
orchestra music, especially that intended 
for theater orchestras, and orchestras be- 
low the symphony grade, is hardly marked 
at all. Instead of bowing marks we often 
find only phrase marks, and very little fin- 
gering. The idea of the publishers of 
music of this kind is that it is intended for 
the use of players who know their in- 
strument, and can play the music cor- 
rectly, regardless of the marks. Of 
course it would be better if music of this 
type was correctly bowed and fingered, 
especially for the sake .of students who 
have not had sufficient experience to ad- 
mit of their bowing and fingering the 
music at sight correctly. It would also 
be an advantage to have the bowing cor- 
rectly marked, so that where there is more 
than one violin player to a part, the bow- 
ing would be uniform. All the bows 


would move up and down at the same time, 
and the kind of bowing would be uniform. 

In symphony orchestras, the director in- 
sists that all the bowing shall be uniform. 
This is brought about by the fact that 
the parts are marked by the leading first 
violin (concert-master). The director and 
concert-master decide what kind of bow- 
ing is to be used, so that all the violin 
players will execute a given passage with 
the same kind of bowing. The phrasing, 
length of slurs, use of harmonics, ete., are 
decided in the same manner. The violin- 
ists must play as one man, in every 
respect. 

Where the parts are not specifically 
marked, or marked incorrectly, as in much 
music of the theater orchestra type, how 
often do we see violinists sitting side by 
side, each playing the music according to 
his own ideas, which often radically 
differ. ¢ 

Good violinists play music correctly, no 


matter how it is marked, because of their, 


great experience in playing compositions 
which are marked correctly. 
learned the rules of the art, and instinc- 
tively bow and finger correctly. - 

The student should devote much atten- 
tion to the rules of bowing and fingering, 
which he can learn by playing scales, 
standard studies and solo pieces, all of 
which are correctly marked. If he is to 
become a teacher it will be necessary for 
him to have this knowledge, in order to 
mark, or correct the music of his scholars, 
and tell them the whys and wherefores 
of bowing and fingering. If he is to be 
an orchestra player, he must be able to 
play the music in a violinistic manner, 
even if incorrectly marked. 


The Only Way 


Now, how is the violin student to at- 
tain the knowledge which will enable him 
to execute violin music, in the best man- 
ner to express the intentions of the com- 
poser, even where everything is not spe- 
cifically marked? There is only one way, 
and that is to study the violin, as if he 
were studying architecture, civil engineer- 
ing, or higher mathematics. The best 
exercises and compositions, which have 
been correctly marked by master violinists 
must be studied. Above everything scales 
and arpeggi in all keys and positions must 
be constantly practiced. The study of a 
work like Shradiecks’ Scales, where scales 
in all keys and positions from the top to 
the bottom of the fingerboard, and scales 
in chords, all- correctly fingered, are given 
in thirds, sixths, octaves and tenths, will 
be a great help. A student who has care- 
fully studied this work, and remembers 
how the various passages are played, can 
hardly go amiss in fingering scale pas- 
sages, and double stops. Then the studies 
of Kayser, Kreutzer, Fiorillo, Rode, 
Paganini, Sevcik, and others, the standard 
violin concertos, and miscellaneous com- 
positions for the violin, offer a never-fail- 
ing mine of knowledge for the correct 
solying of violin problems. Let the stu- 
dent try to remember how the various 
problems are solved in these works, and 
he will know how to conquer them when 
he meets them in a composition where the 
bowing or fingering is not marked. 


‘point is the Stwdent Concertos for the y 
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At very ate plan is for the s 
get violin music which is eithe 
marked or incorrectly marked, and 1 
work out the correct manner of pla 
for himself. Books of first violin pai 
orchestra ‘music, can often be obt 
from the publishers. Let the stude 
mark and finger such parts for h 
to the best of his ability, and he w: 
that vastly increased knowledge will r 
sult. On points where he is in doubt, 
can consult his teacher, if under instru 
tion, or go to his books of studies, a 
try to find a solution, if he is not. 


Pupils’ Concertos 


Ir often happens that the reputatio 
a composer rests on a single composi 
or small group of compositions. A case 


lin, with piano accompaniment, written 
Friedrich Seitz, a German composer. 
useful compositions happened to fll 
niche in teaching material for the f 
where there was not much material 
similar character, and the result was 
these Student Concertos came into genet 
use by teachers all over the world. 
While not possessed of great depth 
striking originality as to thematic content 
the concertos are, withal, pleasing i in ¢) a 
acter, and are useful in giving the pup 
idea of the violin concerto form. The pi 
parts are well worked out, and the 
certos are effective for pupils’ recitals, 2 
interesting to the average aydiiares whe 
played in public. \ 
The difficulty of the conceiien ranges ¢ 
follows: No. 1, in D, first to fifth position 
No.2, in G, Fret positions No. 3, 
rst to fifth position; No. 4, in I 
third position: No. 5, in D first position. — 
Those which lie entirely in the first p 
tion, can be played by pupils who h 
thoroughly mastered the First Book of tt 
Kayser studies, Op. 20, and material of!) 
similar aiffenity: Nos. 1, 3 and 4 are n ore 
difficult, and can be mastered only by 
student who has thoroughly studied tt 
three books of the Kayser studies, Op. 2 
and has played the first ten or twe 
studies of Kreutzer, or material of sim 
difficulty. 
The concertos are mostly in three mov, 
ments. They are in easy keys, lie 
under the fingers, and are violinistic imy 
character. In the more difficult ones, thei 
are good passages for spiccato bowin 
harmonics, and left-hand pizzicato, and 
cadenza work. Above all they are po 
with violin students, who enjoy practicit 
them. 
Friedrich Seitz, their composer, 
born in Gunthersleben, Germany, 
Gotha, in 1848. He studied under Uhl 
in Sondershausen, and later with Laute 
bach in Dresden. He became musical direc 
tor in Sondershausen, and later concerts} 
meister in Magdeburg. He became cour 
concertmeister in Dresden, in 1884. Amor 
his compositions are miscellaneous oe 
for violin and piano, Op. 41, 45, 47; 
trios Op. 42, and the pupils’ concertos f 
the violin. 
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Renews Interest in an Ol 
Exercise | 


By Celia F. Smith 


Very often a child becomes discourag 
or loses interest when asked to review 4 
exercise for the next lesson. When 
is the case the exercise usually shows 
little improvement even though it 
be reviewed for several lessons in 
cession. J 

Sometimes interest may be renewed 1 
giving a name to the exercise, or by 
ing words to fit the melody. Let 
child suggest the name and help with t 
words as much as possible. 
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' Little Hints 


Tue little screw tuner which is attached 
to the tailpiece to tune the steel E string, 
which has come into such general use, is 
also used by many players to tune the 
steel A, when that is used in addition to 
the steel E. It could also be used with 
the steel D, but very few players use more 
than the steel A and E. These tuners are 
used also by many cello players for the 
A string. 

One of the greatest objections to steel 
strings for the violin is the difficulty of 
tuning them. This is entirely overcome by 
the screw tuners which make the tuning 
speedy and exact. 

Violin solo players, and most symphony 
men use the steel E, gut A, gut D (either 
plain or else wound with aluminum wire) 
and gut G, wound with silver wire. I 
know a few symphony men, however, who 
use the steel A with patent screw tuner. 

Dance players, playing in the open air, 
or whence it is very damp, often have to 
use E, A and D steel strings. Some play- 
ers are also subject to such profuse per- 
spiration of the fingers that they can keep 
only steel strings on their violins. 

There has been a marked increase in 
the popularity of the violin, since the in- 
vention of the little screw tuner which fa- 
cilitates the tuning of the steel E, since 
this makes it so much easier to keep the 
violin in tune. If all the strings of the 
violin would keep in tune as long as those 
of the piano, so that the instrument would 
be always ready for use without tuning, 
the number of violin students would no 
doubt double or quadruple within a short 
time. The nuisance of tuning, and of 
breaking strings, keeps thousands from 
studying the violin, 

The player-piano became a great popu- 
lar success, because it would stay in tune 
six months or a year with one tuning. The 
player-violin failed to sell, very largely be- 
cause of the difficulty of keeping it in 
tune. An ordinary purchaser could not 
tune it at all accurately. 


Practice With the Mute 
By William V. Kozlenko 


Earty morning hours are generally 
recognized as the best for practice. The 
mind is clear and keen for the work; the 
physical self is in its most responsive con- 
dition. 

Many of us cannot practice in these 
early hours, more particularly because of 
fear of disturbing other members of the 
family or, worse still, our neighbors. If 


‘we wait till after the day’s routine labors, 


the. mind is not so clear and we cannot 
accomplish our best. 

A good way to avail ourselves of these 
early hours, and without disturbing any- 
one, is to practice with the mute. By this 
means we can hear all we do, can as- 
sure ourselves of its musical qualities, and 
all this without fear of annoyance to 
others. At the same time we can con- 
centrate much better, because we are free 
to give our full thought to our work with- 
out other considerations. 

A little care. must be observed not to 
practice unreasonably with the sordino lest 
it deaden our sense of feeling the senti- 
ment of the music. When necessary to 
practice with the mute, for reasons men- 
tioned, it would be better to devote most 
of this time to technical studies, reserving 
pieces with interpretive qualities till they 
can be practiced without such limitations. 
Of course difficult passages of any pieces 
may be practiced at this time for the mas- 
tery of their technical problems. 

When waiting in the dressing room the 
concert player may “warm up his fingers” 
by practicing with the mute, without fear 
of attracting the attention of the audience. 


The Virtuoso’s Repertoire 


TuHeE mind of the virtuoso is not unlike 
that of the safe-deposit vault of the mod- 
ern bank. It usually goes on acquiring 
deposits until great treasures are acquired. 
A little look into the repertoire of Rubin- 
stein gives an idea of what is thus accumu- 
lated. When Rubinstein was at the head 
of the Petrograd Conservatory he played 
from memory for the students every 
Wednesday and Sunday night from 1883 
to 1888. During that time he rendered 
astonishing programs, including 1302 pieces 
from 72 composers. He played 10 pieces 
from the old English composers, Bird, 
John Bull, Gibbons, Purcell and Arne; 43 
pieces from the old French composers, 
Dumont, Louis and Thomas Couperin, 
Rameau and Lully; 56 from the old Ital- 
ians, among them Frescobaldi, both the 
Scarlatti, Durante, Porpora Sacchini, Sarti, 
Galuppi, Martini and Clementi; 1193 from 
German composers, among whom were 
represented J. S. Bach, in 180 numbers; 
Handel,’ 112; Mozart, 16; Schubert, 37; 
Weber, 11; Moscheles, 21; Mendelssohn, 
60; Schumann, 155, and Beethoven, with 
all his sonatas for the piano alone, his 
variations and bagatelles. Further, Rubin- 
stein played 18 pieces from’ Field, 158 
from Chopin and 63 from Liszt; also from 
all his contemporaries in Germany, France 
and Russia, and from a few older, well- 
known German composers like Frohber- 
ger, Muffat, Tomaschek and Lachner. He 
won high praise from all this and retained 
his place as Director of the Institute. He 
declined a tour of fifty concerts for which 
an American manager offered him half a 
million francs. 


Auditions 


An “audition” is a hearing, as, when a 
singer sings for an operatic director with 
a view of getting an engagement, or when 
a student sings or plays for a teacher or 
musical authority, with the idea of getting 
an opinion as to his talent or of probable 
chances of success in his musical ambitions. 

Years ago it was customary with many 
teachers, and musical authorities, to make 
no charge for an audition; but in the 
present era of commercialism the teacher 
fails to see why he should give up from 
$5 to $25 of his time for nothing, unless 
he is very sure he will gain a desirable 
pupil thereby. 

The custom of charging a fee for an 
audition is getting to be well established 
among the more eminent teachers and 
musical authorities in the larger cities. 
The fee varies, some teachers charging the 
same fee as that they get for a lesson, 
and others more. One famous violin 
teacher charges $100 for an audition. He 
examines the applicant thoroughly, hears 
him play, tests his ear for correct into- 
nation, determines his talent for rhythm, 
ascertains his circumstances, talks with 
him, and in every way tries to judge his 
musical temperament and character. This 
might seem to be a large sum to some 
people for an opinion as to one’s musical 
ability. However, there are many cases 
in which first-class expert information as 
to one’s talent would be cheap at five times 
the price. Many violin students try for 
the profession, spending the best years of 
their life, and thousands of dollars, only 
to meet with failure in the end. They 
never have gone to a first rate violin au- 
thority and asked for the truth about their 
violinistic ability, and consequently have 
wasted their time and money in trying to 
do something for which they were not 
fitted by nature, lacking the talent and 
temperament which it requires to be a 
really successful professional violinist. 

No one would buy a $10,000 violin, or 
an oil well, or a gold mine, without get- 
ting all the expert information he could 
as to whether he was getting the worth 
of his money. On the contrary, parents, 
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or the violin students themselves, often 


will spend years and a small fortune try- 


ing to produce concert violinists, symphony 
men or. high-class teachers, without any 
other opinion concerning their talent, or 
prospects of success: than their own. I 
have known of where parents invested 
fram $10,000 to $25,000 in giving a son 
or daughter a violin education, including 
years of study in Europe, only to find in 
the end that the money and time had been 
wasted. Such parents, before deciding on 
a professional career for their children, 
ought to get not one, but several expert 
opinions on the talent of the young people, 
from: real musical authorities, the higher 
in the musical world the better, and no 
matter what the cost. 


The writer has often lost pupils by tell- 
ing them or parents the truth, where there 
is a marked lack of talent; that is, where 
the pupil is studying for the profession. 
It is the duty of the conscientious teacher 
to be truthful about these matters, even 
if he lose a few pupils thereby. Where 
a pupil is studying simply to become an 
amateur, and wishes to play for his own 
amusement, it is a different matter. Many, 
untalented violin pupils seem to get a 
great deal of pleasure out of their music, 
but it would be a crime to advise such 
pupils to spend years of time and thou- 
sands of dollars in a vain attempt to 
become professionals. 


Violin Questions Answered by Mr. Braine 


° 
The Vibrato, 

L. ©. W.—An extended article on learning 
the vibrato appeared in Tue Hrupp last No- 
vember. There is an excellent chapter on the 
subject in the little work, “Violin Teach- 
ing and Violin Study,” by Eugene Gruenberg. 
Your idea of executing the vibrato by ‘ ores 
ing upon and partially releasing the string,”’ 
entirely wrong. The finger remains Breen 
upon the string and swings, to and fro with 
the movement of the hand from the wrist. 
2—Schradiecks Scales is an excellent work. 


The Small Town. 

G. H—In moving to the small town you 
speak of, to engage in teaching the violin, 
you will have to be governed largely by musi- 
cal conditions in the town n, which you will 
learn after you get there. You will have to 
fix your price by these conditions. Your 
idea of giving a concert to introduce yourself 
is a very good one. You will no doubt find 
one or more piano teachers in the town. Why 
not associate yourself with one of these piano 
teachers? Such a teacher being on the ground 
and familiar with the people of the town 
eould give you many ideas. You could also 
help each other to get pupils, and’ have piano 
and violin recitals together. 


The Stainer Violin. 

F. W.—There is perhaps one chance in a 
hundred thousand that your violin is a gen- 
uine Stainer. No one could give an opinion 
without seeing it. Written descriptions are 
of no use. You will have to send it to an 
expert. You would: have the expressage to 
pay both ways, and the fee of the expert 
for examining it. You likely would go to 
useless trouble and expense. 


Beginning at Four. 
B. J.—Four years of 
to start a violin pupil, 
virtuosi started at that age. A good mastery 
of the bow movement is the first essential, 
Then the open strings can be taken up, from 
the music. As soon as the little one can play 
all the open strings readily, while watching 
the music, a first book like Wohlfahrt’s Bas- 
iest Elementary Method, Op. 38, or Homan’s 


age is very young 
although many great 


first book, can be taken up. She should be 
kept on open string bowing alone, without 
looking at the music, for the first four or 


five weeks at least. At this age progress will 
naturally be very slow. 


Bis. 
H, S.—‘Bis’’ means, literally, “twice.” 
That is, if it is placed over a measure, or 


passage, it means that that measure or pas- 
sage is to be played twice, You will find the 
term in any up-to-date musical dictionary. 


Springing Bow. 
B.—In playing springing bow, the wrist 
moves to and fro as the bow bounces. For 


description of bowings of this character I 
would advise you to get ‘Violin Study and 
Violin Teaching,’ by Eugene Gruenberg, in 


which they are described at length. 


Violin and Piano Pieces. : 

W. B—A few pieces-for the violin with 
piano accompaniment, which would no doubt 
answer your purpose would be, COavatina, 
Raff; Faust, arranged by Singelee; Sohn der 
Haide, by Kelar Bela; Six Little Fantasics, 
by Danecla; Adoration, by Borowski; Medita- 
tion from Thais, by Massenet; Gavotte, by 
Gossec ; Souvenir de Wieniawski, by Haesche ; 
Five Pupils’ Concertos, by Seitz; Valse de 
Concert No. 1, by Severn; Valse, the Juggler, 
by Severn; Serenade, by Schubert, arranged 
by Elman. 


| ADVANCE OF PUBLICATION OFFER 


MAZAS’ 30 SPECIAL STUDIES 
: for the VIOLIN 


Op. 36, Book I 


Chin Rest—Squeaking Tone, mM 

W. B.—You will soon get used to using 
the chin rest and E tuner you have just put 
on your violin for the first time, if they have 
been properly put on and adjusted. —The 
squeaking you complain of in the higher posi 
tions, when you play on the H string, could 
come from several different causes. In these 
high positions you must bow very near the 
bridge, to make a clear tone, and your bow 
must move exactly parallel with the bridge. 
Then again your E string may lie too high 
above the fingerboard. Your bow may need 
re-hairing, as ‘a steel E string wears the hair 
smooth, very rapidly. ‘hanot 
was one of the greatest Wrench violin makers, 
and his violins, if genuine, are valuable. 
4—From your. description, the plugged holes 
you speak of have nothing to do with the age 
of your violin, but were placed there by the 
maker in the course of manufacture. 5—Your 
bow-hair should have neither too little nor 
too much rosin on it, to produce a good tone. 
If too little, there is not enough to set the 
string in full vibration, and if too much the 
string and hair are clogged with rosin, and 
the bow-hair cannot get the proper “bite” on 
the string to produce a clean, even, singing 
tone. 


A Study Scheme, / 

G. L. F.—I could not say how much you 
ought to practice without knowing -what your 
other duties are. If you go to school or work, 
try and get in two hours; if you have noth- 
ing to do but practice the violin, do four or 
five hours a day. Practice in shifts, not over 
half an hour at a time, with periods of rest 
in between, 2—Two lessons a week might 
be sufficient. Spohr says the pupil, 
early stages ‘at least, should have a lesson 
every day; and this is advisable if you can 
afford it. i i i i en 
a guess as to how long it would take you to 
become a good violinist, without hearing you 
play, and knowing you thoroughly, as so 
much depends on talent, temperament, indus- 
try and enthusiasm, 4—A good violinist 
should know violin technic thoroughly, be 
able to play the etudes of Kreutzer, Fiorillo, 
Rode and others, several standard concertos 
at least, and many miscellaneous violin com- 
positions. The requirements for a concért 
artist would be higher, and for a good ama- 
teur violinist somewhat lower than _ that. 
5—Put off the study of the vibrato until 

ou can play in good tune in the first and 

hird positions at least. 6—It would not 
matter if you play a ‘popular’ piece occa- 
sionally; but do not do too much of it. 
7J—As you are under instruction, you should 
leave the choice of your pieces to your 
teacher. S8—Real ebony is black all the way 
through. 


Too Many Advisers. 

H. ¥.—‘Too many cooks spoil the broth,” 
and likewise too many teachers and too much 
contrary advice spoil and unsettle the pupil. 


As you are under instruction, I would 
hardly like to criticize your teacher and 
his methods, especially as I -have never 


heard you play and do not know your needs. 
2—If you have real talent you could no doubt 
become a good violinist, with the foundation 
yeu have already acquired at the age of 
nineteen, even although you might not be- 
come a finished artist. 38—A few pieces you 
might like at your present stage of advance- 
ment are: COavatina, Raff; Sohn der Haide, 
Kelar Bela; Kuiawiak, Wieniawski; Souvenir, 
Drdla; Faust, Gounod-Singelee; Koboldtanz, 
Goby Eberhardt. 4—You should have studied 
scales almost from the beginning. 


One of the books which nearly every violin 
student has to take, is the set of studies by 
Mazas, Op. 36. One does not have to be very 
far advanced to take these studies, but they 
serve asa splendid preparation for the larger 

~ works to be taken up later.. Book I, which is 
to be added to the Presser Collection, con- 
tains 30 studies and these studies ecver all 
phases of finger technic, bowing, style, phras- 
ing, ete. Our new edition has been prepared 
with the utmost care. 
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KOR SALE—Tine $250 Cello for $150. BD. 
Smith, 1073 E. Broad St., Columbus, Ohio. 


in the : 


‘ rich tone. 


OLD VIOLIN, Gaspeno_ type, menhapan 
scroll, inlaid fingerboard. Miniature City on 
back. Price with first letter. », D. Plank, 
Hickory, N. C. 


EXPERIENCED ACCOMPANIST wishes © 
to be associated with an established vocal 
teacher for the summer months (permanent 
residence in the South). Prefer position in 
cool climate; would like work in a summer 
colony or camp. Best references. Doing — 
active work at present as teacher, organist, 
and director. Terms moderate. Available 
for artists on tour. Addess ‘Southland,’ 
eare of THr ETups. 


WANTED—Second-hand Clough and War- 
ren pedal, 2 manual reed organ, or small 
pipe organ. Address, Organist, care of H. 8. 
Mills, South Brownsville, Pa. ; 


VIOLINIST wants position in orchestra. 
John Rodda, R. No. 2, Withee, Wis. 


ANNOUNCEMENTS 


‘Rate 20c per word 


BEEBE VIOLINS—Ten- -day trial Big 
Praised by Kubelik, Elman and 
others, Payments. Details. Byron H. Beebe, 
Suite 2—136 Clinton St., Muskegon, Mich. 


FOR SALB—Grand orchestra violins, $40 
up. Fine tone Cellos, well made, $60. 
Basses, $75 up. Silver-plated Trumpets, with 
cases, $50. Trombones, $45. Boehnm System 
L. P. Clarinets, $68. One used L. P. Buffet 
Bassoon, with chee $70. Quality Music Co., — 
Washington, D. ‘ 


MUSIC COMPOSED; manuscripts: reyised. 
Band and Orchestra arranging. Complete and — 
guaranteed instruction in Harmony by mail. 
J. Rode Jacobsen, 2638 Milwaukee Ave., 


Chicago, Ill. 

MUSIC COMPOSED—Send words. Manu- 
scripts corrected. Harmony, correspondence 
lessons. Dr. Wooler, Buffalo, N. Y. 


ARRANGING AND CORRECTION of 
MSS a specialty. A. W. Borst, 3600 Ham- 
ilton St., Philadelphia, Pa., composer of can- 
tatas, pianoforte, sacred music¢ and songs. 


LEARN TO COMPOSE MUSIC—A cor- 
Tespondence course in 20 lessons. Write for 
particulars. R. W. Martin, School of Musical 
Theory, 145 So. Broadway, Los Angeles, Calif, 


MELODY AND PIANO ARR 
MENTS to Poems 38. Piano solo, $2.25 
Small orchestra, $3.50; full, $4; full band, — 
$5. All work guaranteed. Quality Musie Co., U 
Washington, Dec. 


MOVING PICTURE PLAYING — “The 
Art of Pipe Organ Playing to Motion. 


tures,’’ a complete guide and reference work 
Wm. James, 4437 Chestnut mie ba: ‘ila a ofee 
\ RAY 

Jean 


Jeighbors Reported His Practice at 
Dawn to the Police 


_ {The following is one of the many excellent 
letters submitted in our contest, “How I 
rned My Musical Bducation,’ which closed 
some months ago. Eprror.] 


_ Hap I not used a “self-starter” combined 
with a determination to accomplish some 
great things, I would not have earned what 
can boast of at the age of twenty-three. 
I have conquered difficulties upon difficulties, 

le handed. Of course one makes some 
aluable friends who are always at his side, 

Q 


hatever he 
which is proved only by an untiring desire 
to accomplish something worth while. 
_ Born of Italian parents, I came to America 
at the age of thirteen years. My parents 
d preceded me by two years. When I ar- 
ved, owing to political conditions, the coun- 
ry was lacking in work. Whatever I could 
rn was a big help to my parents, who were 
dly able to help themselves at that time. 
It was less difficult for a boy to secure work 
than for an older person, especially foreign- 
ers who could speak little of ihe English. A 
years passed in Philadelphia, in which I 
anged my position several times. Often I 
id heavy work that no one would think pos- 
sible for a young boy of my age. 
From the standpoint of work, conditions 
terially changed, and I was permitted to 
oose My own destiny as far as learning a 
‘ude or profession is coneerned. We were 
lways so poor in Italy that a musical edu- 
ion could not be obtained. I-wanted some 
of an instrument at_a very early, age, 
it instead of that I had received what is 
ommonly called among boys a “good licking” 
on account of my persistency in asking for it. 
I was born in the northern part.of Italy 
here the products of the country are such 
rhat money is obtained only once a year 
when the goods are sold; and by that time 
xpenses which were made during the year 
nd which had to be met were due, leaving 
ny father with very little money for other 
eeds. Hence I could not have the instru- 
nent I wanted, although a few lire. hardly 
dollar in American money, would have 
id for it. So at the first opportunity I 
ad to hear a violin played here in America 
became so interested and so enthused that 
teu, to zive questioned the player, an ama- 
d 


= 


ur, to give me lessons. He said he had two 
violins and would sell me the very one he 
| had played that night for three dollars. The 
| bargain was struck. I paid him in small 
installments, using the quarters my mother 
gave me for my spending money, after I gave 


As the amateur violinist worked all week, I 
made arrangements to take my lessons either 
in the evening or on Sundays when he had 


time. \ 

| ‘his first teacher played by ear, so all he 
| eould teach me was major and minor scales 
| without notes. /I am thankful for my first 
' teacher. Although he was no teacher, yet 
he taught me the fundamental things of 
| ‘greatest importance in all music, and _espe- 
‘Gially in violin playing, as scales are the 
ot of all kinds of playing and singing. 
I did not take many lessons from this 
teacher as I was anxious to learn to play 


was allowed to have, as I surely had to pay 
more for a better teacher. My allowance 
was then raised to fifty cents a week, since 
I was also earning more money. | 

I managed to find 4 teacher who gave me 
va real weleome when he saw my genuine in- 
terest in the violin, so that he dropped his 
price to suit my allowance. And I will be- 
lieve forever that the proverb, ‘‘Where there's 
a will, there’s a way,” is really true. He 
rooted in me a desire to continue by all 
means regardless of difficulties and number- 
ess disappointments. For I had go 


— 


Tempo Rubato and Other Dssays. 3 
Constantin von Sternberg. Cloth pound, 150 
Published by G. Schirmer, at $2.50 


In his usnal clear, forceful, scholarly style, 
the author has “lifted the veil’? that obscures 
the solution of questions which rise in every 
earnest student’s mind. ‘ne pages of the 
ook are filled with good things, the evident 
products of long study, experience and _re- 
search. A facile pen presents these vividly 
to the reader’s mind. The chapters. on 
“Plagiarism” and “The Author’s Authority” 
het deftly and convincingly with these ques- 
tions which will not down. 


The Second Message of Anne Simon. By 
Otto Torney Simon. Cloth bound, 157 pages. 
See by Richard G. Badger, Boston, at 

The results of an experiment with auto- 
matic writing. Messages from the compiler’s 
ead wife make up its contents. It should 
nterest students of the occult and spirjtual- 


istic phenomena. 


Modern Pianoforte Technic. By Sydney 
V n, Professor at the Conservatoire Royal 
que, Liege, and at the Scola Musicae, 


her my pay envelope at the end of the week. — 


~ New Musical Books 


against even the will of my parents in con- 
tinuing my violin studies. 

I began practicing so early in the morning 
in order to put in a full hour before working 
time at the factory that someone in the 
neighborhood reported my early finger gym- 
nastics to the police, in order to have me 
stop playing at such an early hour of the 
morning. Nevertheless, that did not put an 
end to my practicing, for I managed to keep 
all windows and doors closed, and the mute 
on when playing loud exercises. 

I remained with this teacher two years, 
after which I decided it were best, since I 
had to pay for all I was learning, to go 
somewhere where I would be left alone to do 
what I desired to do at the bottom of my 
heart. I then managed to leave home on 
good terms. I must say it was no easy task, 
for it was my first experience to leave my 
parents after my early arrival in America. 
I must admit it did hurt as I always loved 
my home; but my desire was to master the 
violin to the limit of my ability. Of course 
we know there is no such limit, but I meant 
I wanted to learn all I could with my limited 
means. 

I entered a University School of Musie 
as an outside student. Its director, was so 
kind to me as to arrange for me to take my 
lessons in the evenings, as I was employed 


and lived in a town five miles away from the - 


University. IT had to spend considerable 
time to go to and from my lessons. Trolley 
service was very poor; and if one missed one 
trolley it meant a wait of an hour or a five- 
mile walk. This walk I was compelled to 
take very frequently, owing to the generosity 
of my teacher in giving me an extra long 
lesson, when there was trouble with the 
poor line, especially in winter. 

I continued such lessons for quite a while, 
but finally decided it was best for me to 
move to the University town. I would also 
have secured employment here, too, but was 
unable, so I arranged a change of my hours 
of employment at the old place so ,that I 
worked from 4 p. m. to 12 midnight. This 
arrangement gave me time to attend classes 
in theory, history and harmony, which were 
held in the morning, and such instruction is 
essential to all musie students. My violin 
hours were also changed to the morning. I 
must say it was hard to continue in that 
way, as I had only a limited time to secure 
rest from all the activities in which, I was 
engaged, but I wanted to sueceed, and I 
managed to please both my employer and my 
teachers, in doing the best I could do at all 
times. 

In two years I accumulated enough money, 
that together with a little money seeured 
from private lessons which I gave in nearby 
towns, I was enabled to complete my course 
at the University. It required four years of 
study to complete such a course, at the end 
of which time I was granted a diploma to- 
gether with a teacher’s certificate as honor 
student in violin with the gold medal. 

I continued my lessons, going to a famous 
master in New York City for further ad- 
vanced work. I wish to conclude by saying 
there is no need for anyone to go to Burope 
to secure a musical education, or to become 
an artist. What is needed for anyone with a 
desire to succeed is to learn and earn one 
for himself. , 

CONSTANTINO F. NAGRO, 
Pennsylvania. 


2 
_ A Will and a Way 
(Notwithstanding the Baby) 
To Tur Erupn: 

Practicing, for busy mothers of little chil- 
dren, is at a premium. I have discovered a 
way in which a few minutes at a time may be 
worked in to great advantage. I move the 
baby carriage up close to the piano, and while 
holding my baby’s bottle with one hand, play 
difficult passages, or ones I want to learn by 
heart, with ‘the other. There is an added 
benefit, too, in this method, as it aceustoms 
the baby. to the sounds, so that she will not 
awaken in the evenings when I do play the 
piano. By OFB. 


Brussels. Cloth bound, 166 pages. Pub- 


lished by E. P. Dutton & Co., at $1.25. 
Each one of the thirty chapters deals defi- 
nitely and clearly with some distinct problem 
of piano technic. As clearly as can well be 
done without the personal instruction and 
illustration of a competent teacher, the text 
deals explicitly with many of the teasing 
tricks of piano playing. Both students and 
teachers will find many things in this little 
volume that will tend to make more clear or 


-easy some of those points of playing on which 


they have been wishing they might have 
“just a little help.” . 


By H. Rie- 


Catechism of Piano Playing. 
Published by 


mann. Cloth bound,. 92 pages. 
Boston Musie Co., at- $1.00. 4 

Following the question and answer method, 
the author proceeds to discuss questions of 
the greatest interest to piano students of all 
grades. The catechism is divided into an 
introduction and three chapters. Of these 
latter, Chapter I deals with the piano and 
its construction; Chapter IT treats of the 
mechanics of playing the instrument; while 
Chapter III initiates the student into the 
secrets of artistic interpretation. 
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COMBS CONSERVATORY 


PHILADELPHIA 
THIRTY-EIGHTH YEAR 


A Residential and Day School of unparalleled Facilities for the attainment of a complete musical 
education in all its branches. 


A SCHOOL OF INDIVIDUAL INSTRUCTION 


(Theoretical and Applied Branches Taught Privately and in Classes) 


f Because of its distinguished faculty, original and scientific methods, individual instruction, high 
ideals, breadth of culture, and moderate cost, combined with efficient management, the Comps 
Conservatory affords opportunities not obtainable elsewhere for a complete musical education. 


Faculty: Gilbert Raynolds Combs, Piano; Hugh A. Clarke, Mus. Doc., Theory; William Greiger, Mus. Bac., Violin; 
Nelson! A. Chesnutt, Voice; Russell King Miller, Organ; and 90 assistant teachers. 


All branches, Normal Training Course for Teachers. Public School Music Supervision. 
Four Pupils’ Recitals a week. Full Orchestral and Military Band Departments. Two Com- 
plete Pupils’ Symphony Orchestras. Reciprocal relations with University of Pennsylvania. 


SUMMER SCHOOL 


Teaching in all branches will be continued during the Summer under the personal instruc- 
tion.and supervision of Department Directors. 


SPECIAL SUMMER COURSE 
June 25 to August 4 


The special course is designed primarily for teachers who are unable to attend the regular 
winter sessions—Practical instruction along sound pedagogical lines will be given in all 
phases of teaching, both vocal and instrumental. A special circular giving detailed infor- 
mation will be mailed upon request. 


(Dormitories) 
A School of Inspiration, Enthusiasm, Loyalty and Success 
Illustrated Year Book Free 


GILBERT RAYNOLDS COMBS, bDirector 


Offices, Dormitories and Studios 
Broad and Reed Streets 


FOUNDED 1867 
By Clara Baur 


A Complete School of 
Musical Learning. 

A Faculty of Interna- 
tional Reputation. 

Ideal Residential Halls 
on Beautiful Wooded Cam- 
pus. 


yoMlusic 


INCORPORATED 


Tr 


onserv 


56th Summer Session 
Six Weeks MASTER CLASS Conducted by the Great Pianist and Teacher 


Mme. Marguerite Melville Liszniewska 


Intensive Course in PUBLIC SCHOOL MUSIC (State Accredited) for Six Weeks 
From June 15th to July 28th, 1923 


Progressive Series of Piano Lessons 


; All Departments open until AUGUST Ist. Students may enter at any time 
Send for announcement to Brertua Baur, Directress, Highland Avenue and Oak Street, Cincinnati, O. 


will conduct a summer school under the 
direction of the Asseciated Academies, at 


Centerport, L. I., beginning July 15th. [Residence with full tuition and 
wonderful facilities for a glorious holiday. Send for illustrated booklet to 


Mrs. Willgoose, *“‘Grey Gables’? Centerport, Long Island, New York 


Summer Term 
Six weeks from June 25. 
Daily theory and normal 
6 g 8 classes for piano teachers, 


PITTSBURGH MUSICAL INSTITUTE, Inc. 
131-133 Bellefield Ave. Pittsburgh, Pa. 


On the Beautiful North 
Shore of Long Island 


F. L. Willgoose, Mus. Bac. (Durham Univ.) 


MR. and MRS. CROSBY ADAMS 


Annual Summer Class for Teachers of Piano 
20th SEASON 
June 20th to July 5th, 1923 


MONTREAT, NORTH CAROLINA 


Other Special Summer Study Courses 
Pages 282, 283, 284, 285 and 286 


Please mention THE ETUDE when addressing our advertisers, 
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A DEPARTMENT OF INFORMATION 


REGARDING 


New Music Works 


AND OTHER MATTERS OF INTEREST 
TO MUSIC BUYERS 


NEW WORKS. 
Advance of Publication Offers— 


4 Special Off 
April, 1923 pec Price si 
Collection of Anthems and Oratorio 
CHORUSES Wei lis be eee nen Soren at eae .35 
Elementary Etudes, Op. 161—F, T. Liftl .35 


Etudes de Style—Nollet.............. 
Etudes Miniatures—Terry 
Exhibition Pieces 
First Piano Lessons at Home—Hamilton 
Five First Position Pieces for Violin and 

Piano—A, Hartmann...........+-++--> 
Forty-four Studies for the Organ—Jd. 

Schneider, Op. 48 (See Organist’s 

bude, Page’ 27s)! hae ro tee we ona si Uie a ei 
Golden Memories—Mrs H. B. Hudson.. 
Golden Whistle, The, Operetta, . Forman 


In the Forest—Grunn................5 25 
Intermediate Study Pieces............ ) 
Let’s Go Traveling, Operetta, Dodge.... 40 


Mazas’ 30 Special Violin Studies, Op. 

386. Book 1 (See Violinist’s Etude, 

APO (278). saa ete ip loners aneua Ee ieee 30 
Musical Progress—Finck............. 80 
New Four-Hand Album .............. 80 
New Instruction Book—John M., Williams 


Newman Album of Classical Dances..... 75 
Oratorio Songs—4 Vols. (See Singer’s 

Etude, Page 269) each. ............ -50 
Sacred Song Albums—High or Low Voice 

(See Singer’s Etude) each.......... .05 
Secular Mixed Chorus Collection....... .35 
Seventeen Short Study Pieces—Green- 

CLG i Ra aEe AR MBN UN erat PMO ta ys +25 
Short Melody Etudes—Bilbro......... 25 
Six Piano Pieces—Huerter...... Sry .30 
Sixteen Recital Etudes—Schytte -30 
Song Hour, The, Book 1....... oe 15 
Song Hour, The, Book 2.....0.....04: .30 


Suggestions for the 
Commencement Program 


For this most interesting event in the 
school year there is now available a large 
variety of appropriate- music such as 
choruses and part songs and other num- 
bers. We publish a considerable list of 
such material and also stock evgrything 
of the kind for which there is a demand. 

As a help to those who are looking for 
commencement music we call attention to 
these unison choruses, Jn May, Good 
Night, Spring Song, by Wilson; Fealty 
Song, Spooner; The Swing, Ward- 
Stephens; Anchored, Watson; two-part 
songs, Yo the Blue Bird, Williams; 
Lightly to Stately Measure, Gluck; Moon 
of the Springtime, Woodcock; three-part 
songs, Rainbow Song, Gest; Hyes of 
Childhood, Morrison; Song of the Morn- 
ing and Beautiful Stars, Wilson; soprano, 
alto and bass, The Owl and Echo Song, 


Gest; Jolly Tars, Stults; Out O’er the 
Deep, Wilson; four-part, In The Pride 
of May, Ferrata; One More Song and 


De Time for Sleepin’, Wilson; Love's Old 
Sweet Song, arranged by Bliss. These 
are listed as suggestions, but we have 
many others of each classification. Any 
of the above or others may be had on 
approval. Prompt service and liberal 
treatment at all times. 


“New Four-Hand 
Album 


From time to time we have published 
very successfully four-hand albums, made 
up from the special large plates. We 
now have in process of compilation a 
similar new album which will include in 
its contents exceptionally’ bright, me- 
Jodious and attractive duets of inter- 
mediate grade. There will be original 
four- hand pieces, transcriptions and ar- 
rangements in about even proportion. 
Modern and contemporary composers are 
represented chiefly. This will prove to 
be one of our very best duet books. 

The special introductory price in 
advance of publication is 30 cents per 
copy, postpaid. 


Advisability of Ordering 
Diplomas, Medals and 
Other Awards Early 


Every year at commencement season 
engrossers and engravers are  ovyer- 
whelmed with last-minute orders, but the 
thinking teacher or responsible individ- 
ual of any school avoids disappointments 
and hurried workmanship through being 
caught in this crush of business. Even 
where special lettering is not desired on 
a diploma, or special engraving is not 
required on an award in the shape of a 
medal or pin, it is advisable to make an 
early selection and thus make certain of 
having awards. on hand at the proper 
time. 

In order to assist teachers and schools 
needing awards for this season’s grad- 
uates or honor pupils a number of sug- 
gestions have been made on another page 
of this issue along with some program 
suggestions, 

Our stock forms in certificates and 
diplomas cover practically all needs of 
the music teacher and are arranged to 
accommodate special lettering if desired, 
The Musical Jewelry Novelties we have 
to offer are very popular and there are 
nominally priced pins that will help 
encourage little students; for older and 
more proficient pupils there are other 
styles up to a very excellent Medal that 
may be had in gold or silver. Our “Music 
Teachers’ Handbook” describes all, and 
shows illustrations of many, of the cer- 
tificates, diplomas and jewelry items we 
have to offer. This catalog also covers 
many other helps for the teacher and 
every teacher desiring one of these hand- 
books needs but send a postal request in 
order to obtain a copy gratis. Please do 
not forget the admonition to act early. 


An Ideal Service 
By Mail 

There is practically no limit to the 
service rendered to music teachers through 
the mails. Without this service fully 
four-fifths of the musical profession would 
be obliged to depend upon most inade- 
quate and _ inefficient sources of supply. 
This is true particularly as regards music 
for teaching purposes, a condition diffi- 
cult to change because as a rule it is not 
profitable for the average dealer to in- 
vest heavily in supplies of that character 
and a limited stock obviously excludes 
many important items. 

Qur policy for forty years has been to 
publish teaching material for all grades 
of music study and to carry as complete 
a stock as possible of all kinds of music 
and we now have, in all probability, not 
only the largest, but also the best, as- 
sorted supply to be found anywhere. Yet 
it is one thing to have this and quite an- 
other to place it at the disposal of 
customers scattered from one end of the 
country to the other; this, however, is 
made possible by a well planned mail 
order service supported on the one hand 
by quick transit of orders in the mails 
and on the other by a trained, capable 
force of order clerks. The result is not 
only prompt service, distance considered, 
but also a steadily increasing number of 
satisfied customers who have learned to 
depend upon us as a never-failing souree 
of supply. 

Music teachers not familiar with our 
system and who are looking for fresh, 
practical and attractive teaching material, 
or who are interested in getting the best 
service, should write for catalogs and a 
circular describing the “On Sale” plan. 


A Home Entertainment 
Program With Your 
Talking Machine 


Some few months ago we presented to 
Erupe readers, who are so fortunate as 
to possess a talking machine, a suggested 
program for a evening’s entertainment in 
thehome. This list proved quite popular 
with our patrons, and, in response to 
demands for a list of a similar nature, 
we are presenting this month a program 
that we feel certain will meet with uni- 
versal approval. 


PART I. 
1. Gems from the Mikado— 
Parts I and II. Victor 


Light Opera Company 35551 $1.25 


2. To a Wild Rose 


Venetian Trio 18208 75 
3. Plirtation 
McCormack and Kreisler 87549 1.50 
4, Last Night 
Mme. Homer and 
Miss -Homer 87570 1.50 
Festival at Bagdad (Sche- 
herazade). Phila. Symphony 74593 1.75 
6. O41 Luna (Silvery Moon) 
De Luca 64912 1.25 
7. Serenade—Ohanteez, riez, dor- 
mez (Sing, Smile, Slumber) 
Farrar 87257 1.25 
PART II. 
8. Le Pere de la Victoire 
Journet 64557 1.25 
9. Adagietto (L’Arlesienne ) 
Kreisler & String Quartet 64601 1.25 
10. Si vous Vaviez compris 
Caruso-Elman 89084 2.00 
11. Voce di primavera (Voice of 
SPUD). be s'sive eters Garrison 74488 1.75 
12. La Spagnuola (The Spanish 
DOME) orice ssc o Zanelli 64884 1.25 
13. Sextette from Lucia di Lam- 
mermoor 95212 3.50 


We can supply any of these records 
from our large and comprehensive stock. 
All purchases of $3.00 and over are sent 
by parcel post, charges prepaid. Send 
for catalogs of Victor and Brunswick 
records, Brunswick ‘ Phonographs and 
Victor Victrolas; gratis upon request. 


Etude Prize 
Contest a 


As announced last month, the time for 
the close of the Erupr Prize Contest has 
been extended to July Ist, 1923. In addi- 
tion, the amount to be awarded in prizes 
has been increased; a complete announce- 
ment will be found on another page of 
this issue. There is still abundant oppor- 
tunity for all to be represented in this 
contest. Composers may be represented 
in all classes but by only one composi- 
tion in each class. It is best to submit 
new and practical works, pieces which 
may have been written for study pur- 
poses or as examination theses are, as a 
rule, not well adapted for publication 
and consequently are not likely to be. 
successful in a contest of this nature. 
The prizes are so arranged that they 
cover practically all grades in piano 
music, sacred and secular vocal solos, 
anthems and secular part-songs. 


The Song Hour (Formerly 
Named Songs For Assembly 
Singing and Rural Schools) ~ 


This book was originally designated 
in the above manner because of the im- 


mense need of just such a book for rural- 


school purposes. However, after con- 
sulting with experts we found that the 
need for precisely the same book was 
just as great in the day school in the 
city, large and small, and for that matter 
in the musical home. People are sing- 
ing more these days. The war brought 
that about. Young folks need a good 
song book in the home. The old “College 
Songs” was the magnet of thousands of 
home groups. The Song Hour will serve 
in the same manner in normal homes of 
sensible people, anxious to keep the 
home ties from being entirely severed 
by the shears of moving pictures, clubs, 
automobiles, jazz. Book I is without piano- 
forte accompaniments so that school 
boards everywhere can secure this work 
in the most inexpensive form. (Special 
advance of publication price, 15c.) Book 


II has the accompaniments complete; 
(special advance of publication price 30 
cents a copy.) The Song Hour 


is the compilation of some of the great- 
est school authorities in the country and 
was partly prepared as a public service 
under the supervision of a great common- 
wealth. 


—~New Piano Pieces 


added to our catalog, that of Mr. Rudolf 


ee 


Small Phe eeaate of the 
Great Masters 


We are pleased to announce that 
will be possible for us to supply wit! 
a reasonably short time a carton co 
taining one each of the following gre 
masters’ photographs:— : 

Beethoven, Mozart, Bach, Mendelssohn, > 
Schumann, Schubert, Liszt, Chopin, | 
Handel, Haydn, Wagner, Verdi, : 

The size of each photograph is 19x29" 
and the price is twenty cents for the | | 
twelve. Here are real photographs of a 
very desirable size for only a little over 
ene cent each, about the price it has 
been necessary to pay for the ordinary 
half-tone prints of the past. We believe 
that these small photographs are going — 
to supply the great demand that has — 
been felt by us from the teachers and 
schools of the country. If this set of 
twelve is well received, we will go further 
and make other series of musicians’ 
photographs and at the same rate, 


Six Pianoforte Pieces 
By Charles F. Huerter 


This set of six pieces is an éteopie 
fication of extreme modern treatment as 
applied to compositions of moderate diffi- | 
culty and in characteristic vein. The ~ 
pieces are entitled, A Miniature; A 
Nightmare; Shepherd’s Song; March Bur-— 
lesque; Romance Poetique; Valse Bur. 
lesque, These pieces are melodious and 
in regular form. Their unconventionality |) 
lies chiefly in the harmonic treatment. — 
Such pieces are necessary in teaching 
nowadays, in order to accustom students | 
to the modern trend and development in |} 
the art of music. They form a good prep- — 
aration for the larger works which mus 
be taken up later on. 

The special introductory price in 
advance of publication is 30 cents per / | 
COPY» -postpaid. , 


By Rudolf Friml 


We take pleasure in announcing that | 
a new and important name has been | 


Friml, the well known pianist and com-— 
poser. We have accepted from Mr. 
Friml a very interesting set of piano 
pieces. One of these ~ pieces entitled — 
Moon Dawn, will be found in the music | 
pages of this issue. There are five other 
pieces in this set, all in Mr. Friml’s best © 
style and well diversified in character 
They are’ all of intermediate difficulty, 
about grade IV. Deserving of special | 
mention are Valse Christine and Marche 
Mignonne. We are also publishing Mr. 
Friml’s new love song entitled Longing. 
This number will also be published in am 
transcription for piano solo, ' 


A New Instruction Book 
By John M. Williams 


Piano teachers who prefer to start in 
at once with both treble and bass clefs, 
will welcome this new book with enthu- 
siasm. Mr, Williams, who is a practical 
teacher and writer with many successful’ 
works to his credit, has embodied the 
best results of his own teaching experi-— 
ence in this new book. It is a real 
instruction book starting in from the 
very beginning. The material, which is 
both original and selected, is set forth in | 
alogical and progressive manner. Excel- 7} 
lent results will undoubtedly be obtained — 
from the use of this work, 
- The special introductory price in 
advance of publication is 40 cents per 
copy, postpaid, / 
Intermediate Study Pieces 
For the Piano 


This will be the final month of the 
introductory offer on this book. It is 
printed from special large plates and 
there are an unusual number of pieces 
included. We give a partial list of its 
contents as follows: Perpetual Motion, 
Webb; Blowing Bubbles, Felton; Pier-— 
retta, Noelck; Boheme Polka, Rubinstein; 

Twilight Reverie, Heller; Plaisanterie, 
Berge; The Brook, Karganoft; and waa: 
others. : 

The special introductory price in 
advance of publication is 30 cents per 
copy, postpaid. 


en Whistle 

Operetta 

R. R. Forman 

about to publish a new operetta 
dren, by two well-known writers 
previous efforts have met with 
e success. ‘The magic properties 
Golden Whistle are told in song 
ry in a very new and entertaining 
Gertrude Knox Willis has 
a fascinating plot all about a 
boy and a white rabbit with a 
elves and the Queen of the Fairies 
if, and Mrs. Forman has written 
e sort of music to please both the 
¢ performers and their audience. 
brightest and catchiest melodies, 
| unison, and charming dances fully 
ed and all costumes and _ stage 
ns are carefully detailed in the 
This play may be given in or out 
rs. The stage setting is very 
inexpensive and easily provided. 
copy only to any one at an ad- 
of publication price of 30 cents. 


fudes Miniatures 
asy Study Pieces 
7 Frances Terry 

e is the title which has been 
for the new set of studies by 
Terry. We have omitted the 
‘Alphabet,” which we used last 
as this might prove somewhat 
ng. These studies are not of the 
grade but they lie in grades 2 and 
There are twenty-six studies in all 
they are particularly good, so much 
t a number of them might be 
separately as pieces. They are 
throughout and well contrasted, 
armonies and the general treatment 
most workmanlike. This is just 
ght sort of book to take up before 
ining third grade work. 
special introductory price in 
e of publication is 35 cents per 
postpaid. ; 


the Forest 

e Nature Studies 

- Homer Grunn 

‘his work is now on the press but the 
al introductory offer will be con- 
during the current month. Much 
be done with these unique character- 
pieces. They may be used as piano 
or vocal solos, or recitations or, 
en as a group, they may be produced 
costume and made into a little wood- 
sketch. They are extremely well 
n, in modern style, In point of 
ilty they belong in the second and 
grades. 

special introductory price in 
ce of publication is 25 cents per 
y, postpaid. 

odious Elementary 

des, Op. 161 

Franz J. Liftl 


is a set of fifteen very useful 
arranged in progressive order 
ing in the early second grade. All 
n easy keys, none going beyond three 
or three flats. They are par- 
'y good for study in mechanism, 
ythm and in variety of touch, The 
r is a well known and very success- 
uropean teacher and composer. Mr. 
_ is already well represented in our 
« by many original compositions as 
as compilations from the classics. 

special introductory price in 
ce of publication is 35 cents per 


postpaid. 

en Recital Etudes 

udwig Schytte, Op. 58 
Schytte is known chiefly through 
_many delightful piano pieces in mod- 
ind characteristic style. Pieces such 
lumber Song and In the Mill. Fis 
lies, Op. 58, have all the tunefulness 
artistic finish of his piano pieces but 
1e same time they have real technical 
and interest. These studies are 
to be used as an intro- 
to the works of the more modern 
rs. They are of about the same 
e as Heller’s Op. 45. 


The special introductory price in 


ce of p ublication is 30 cents per 
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Musical Progress 
By H. T. Finck 


For forty-five years, as music editor of 
the most distinguished of New York news- 
papers, Henry T. Finck has been in the 
closest contact with the great music of the 
world and has known intimately many 
of the greatest musicians. No more ge- 
nial and illuminating pen has ever come 
into American critical journalism. The 
very best work of an instructive character 
from this great life of rich musical 
experience is embodied in “Musical 
Progress,” every page of which will be 
an asset to the musician (young or old) 
possessing it. Mr. Finck has finished 
reading the proofs and the opportunity 
to secure this publication at the special 
“Introductory rate” of 80 cents will not 
remain open long. 


Newman Album of 
Classical Dances 


Since music and dancing are kindred 
arts, it is eminently fitting that they 
should be united. in a book of this nature, 
The dances to be found in this work 
are set to some of the most celebrated 
works of the great masters and to 
some splendid numbers by contemporary 
writers. There are both solo and 
ensemble dances, all of them are care- 
fully worked out and described in full 
with diagrams and explanatory text. The 
music pages are marked and numbered 
to correspond with the descriptions. Any- 
one who understands dancing should be 
able to work out any of these numbers 
succesfully by following the given direc- 
tions. This book is almost ready. 

The special introductory price in 
advance of publication is 75 cents per 
copy, postpaid. 


Five First Position Pieces 
For Violin and Piano 
By Arthur Hartmann 


The grading of violin students is quite 
different from that of piano students, 
When the young violinist first begins to 
play, he works first of all upon the open 
strings and thence works his way into 
the First Position. He remains in the 
first position, however, until he is well 
past the elementary stages and there are 
many effective pieces which do not require 
a Inowledge of more than the first 
position. There is always a demand for 
such pieces. Mr, Hartmann’s new set of 
pieces are charming in every way. _ They 
are real violin music and the violinist 
has something good to play which does 
not overtax his technic. 

The special introductory price in 
advance of publication is 380 cents per 
copy, postpaid. 


Collection of Anthems 
and Oratorio Choruses 


Difficult as are Oratorio choruses, this 
volume contains anthems and _ choruses 
of various types and degrees of difficulty. 

It provides the conductor or choir 
master with a solution of many problems, 
Sacred mid-week concerts or special 
Sunday afternoon or evening services 
need splendid classic numbers to interest 
music-lovers and demonstrate the ability 
of the choir of singers and in this com- 
pilation may be found many numbers for 


practically any and every season, worthy 


of serious study and having the added 

advantage of being bound together. 
Our advance of publication cash price, 

85 cents, postpaid. ; 


Short Melody Etudes 
With Technical Points 
By Mathilde Bilbro 


Miss Bilbro’s work, as an elementary 
writer and a teacher of the young, is 
well and favorably known. She has to 
her credit many successful works. The 
Short Melody Etudes are little study 
pieces in a _ characteristic vein well 
adapted for second grade work. They 
are all very tuneful and they cover just 
such points as are required at this stage 
of progress, such as scales, repeated 
notes, broken chords, wrist touch, stac- 
cato, ete. 

The special introductory price in 
advance of publication is 25 cents per 
copy, postpaid. 


Exhibition Pieces 
For Piano Solo 


This new book is now well along in prep- 
aration but the special introductory 
offer will be continued during the current 
month. This is a splendid opportunity 
to obtain an unusual number of exhibition 
pieces, all gathered together under the one 
cover. The book will be printed from spe- 
cial large plates. There are many occasions 
when such pieces as these are indispen- 
sable. The player is often called upon 
for pieces which tend to display powers 
of execution, of velocity, of endurance or 
even of bravura, All such pieces will be 
found in this collection. 

The - special introductory price in 
advance of publication is 50 cents per 
copy, postpaid. 


Let’s Go Traveling 
Operetta For Children 
By Cynthia Dodge 

A rainy day story in song and action, 
for boys and girls, in quaint and curious 
costumes. No “flower” nor “fairy” plot, 
but a real entertainment for the audience 
and real fun for the performers. 

The humor of the dialog is particu- 
larly suited for boys as well as girls and 
each character takes an equally active 
part in the play. 

The music is all in unison when the 
chorus is used, is very tuneful, easy to 
memorize and lies in the proper. range 
of the young voice. 

Pen-and-ink sketches show all costumes 
and the stage directions give all steps of 
dances, all gestures and suggestions 
necessary. 

One copy only may be obtained at the 
special advance of publication price, 40 
cents, postpaid. 


Etudes de Style 
By E. Nollet 


This book of studies is now in press 
and the edition will soon be ready. The 
grace and refinement, found in the writ- 
ings of all of the modern French com- 
posers, are particularly well exemplified 
in these studies, Although in point of 
difficulty they do not proceed beyond 
grades four and five, nevertheless, they 
are real artist studies, each one being 
well worth playing as a separate piece. 
They are more interesting to play than 
studies of similar grade by Heller and 
other writers and that is saying a great 
deal. 

The special introductory price in 
advance of publication is 35 cents per 
copy, postpaid. 


Seventeen Short Study Pieces 
For the Piano 


By M. Greenwald 


Short Study Pieces in the Second and 
Third Grades is the title selected for 
this new book. It is now nearly ready, 
These study pieces partake of the nature 
both of technical studies and of char- 
acteristic pieces; each number has an 
appropriate title. The technical features 
include scale work, wrist work, crossing 
the hands, repeated notes, triplets, legato, 
chromatics, velocity, broken octaves and 
broken chords, It is just the sort of a 
book to take up upon beginning third 
grade work. 

The special introductory price in 
advance of publication is 25 cents per 
copy, postpaid. 


Golden Memories 
By Mrs, H. B. Hudson 


This new book is now well under way. 
It completes the series by Mrs. Hudson, 
begun with her little book entitled, 
A, B. CO. of Piano Music. Whereas, the 
other books of the series all use the 
capital letters only instead of the musical 
notation, this book still uses the capital 
letters but also gives the musical no- 
tation. Thus the connection between the 
capital letters and the musical notation 
is finally established. The melodies are 
not original but are taken from familiar 
hymns, folk songs, etc., all arranged in a 
very easy manner. 

The special introductory price in 
advance of publication is 25 cents per 
copy, postpaid, 
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First Piano Lessons at Home 
By Anna H. Hamilton 


The special introductory offer for this 
new book will be continued during the 
current month, although the edition is 
very nearly ready. ‘This is a genuine 
first book in music; it may be used at 
the beginning, independent of any method 
or instructor, or it may be used in con- 
junction with the first instruction book. 
Throughout a considerable portion of the 
book the pupil plays with one hand only 
at a time and in the treble clef. In addi- 
tion to this it combines the features of 
an elementary writing book. 

The special introductory price in 
advance of publication is 50 cents per 
copy, postpaid. 


Secular Mixed 
Chorus Collection 


Choral Societies or Community Clubs 
of singers will find this book a great help. 
In the one volume are choruses enough 
for a program, including every type, 
humorous, serious, descriptive or dramatic 
and all within the scope of reasonably 
good amateur organizations, 

The binding together of this great 
variety of material leaves no separate 
copies to be mislaid. Each and every 
number in the book has been tried out 
enough to show its worth, so there is no 
“dead wood” in the collection. 

The special price in advance of publi- 
cation is 35 cents, postpaid. 


Advance of Publication Offers 
Withdrawn— 
Works Now Issued 


Album of Selected Compositions for the 
Pianoforte. By Johannes Brahms. Price 
$2.50, The only apology we have to make in 
regard to this album is the deJay there 
has been in its appearance from the 
press, but that delay has been unavoid- 
able, owing to the care and work that 
was necessary in the selection and prep- 
aration of this volume. All of the best 
and most frequently played numbers are 
included, No pianist’s library is com- 
plete without this volume. While the 
price seems high, when the list of con- 
tents is considered or comparisons are 
made, it will be found to be a very 
reasonable one. 


Spaulding Basy Album of Piano Com- 
positions, Price 75 cents. The work of 
Mr. George L. Spaulding is happiest in 
just such easy, melodious teaching pieces 
as are contained in this volume. There 
are 22 popular compositions included. 
Every one is of educational merit and 
yet bright and extremely musical. 

Musical Pictures from Childhood. By 
A. Kopylow. Price $1.00. Here is a 
collection by one of the best contemporary 
Russian writers. We believe it better than 
some of the easy classics; it is most char- 
acteristic and extremely musical. The work 
has been well edited and it can be recom- 
mended to all teachers interested in young 
pupils. 

Peter Pan. By Mrs, H. H. A. Beach. 
Price 50 cents. Here is a cycle of songs for 
three-part choruses of women’s voices by 
the leading woman composer. This setting 
of Peter Pan is most beautiful and is not 
too easy. We would say that this is a real 
opportunity for every director of a 
women’s chorus to present a work by an 
American woman composer of which all 
will be proud. 

Popular Salon Album, a collection of 
brilliant pieces for the pianoforte. Price 
75 cents. A collection of 35 recital pieces 
suitable for one’s own amusement or for 
playing before any gathering. A wealth 
of good, pleasing compositions of more 


than usual musical merit by leading 
modern composers. Not one of these 


compositions will be found in any other 
volume. 

We are pleased to announce the 
issuance of the above five volumes of 
such a varying character, Every one of 
the above has a distinct purpose and 
they are of such a character that we are 
proud to present them. Any of the 
above will now be delivered upon the 
receipt of the regular professional price, 
or can be obtained on selection, the same 
as any other musical work or any sheet 
music composition on our entire catalogue. 
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Premium Workers, 
Attention! we 


Three new premiums have been added 
to our list which are well worth the effort 
which is necessary to secure them. You 
will be pleased beyond measure with any 
or all of them and it would only take 
seven subscriptions to secure the lot. 

The “Prim Lady’ Shopping Bag (see 
advertisement). It is made of Art Leather, 
substantial and roomy. 

Only TWO subscriptions. 

“Sterling Siloer Bar Pin, hand-engraved, 
2 inches long. 

Only TWO subscriptions. 

' Sterling Silver Hand-Engraved Pin, 2 
inches long, set with pearl or rhinestone, 
very dainty. 

Only TWO subscriptions. 

Sterling Siloer Bar Pin, 24/, inches long, 
with colored stone or rhinestone in center. 

Only ONE subscription. 


Renewals 

Practically all winter expirations have 
been renewed, but there are still some to 
be heard from. Let your renewal come 
forward at once and save the annoyance 
of missing a single copy of Tue Erupr. If 
your subscription has been stopped, be 
sure to specify plainly the number with 
which you wish it to begin. 


D. A. CLIPPINGER 


Teacher of Singing 


SUMMER TERM 


Five Weeks, Beginning June 25th 
Address, D. A, Clippinger, 617-618 Kimball Hall, Chicago 


Beware of 
Swindlers 

We are in daily receipt of letters of 
complaint from our friends who have 
paid money to men representing them- 
selves as ex-soldiers, college students, 
ete., who collect the full price for Tne 
Erupe and pocket the money. When 
complaint is made to us and we investi- 
gate, “the bird has flown,” and all that 
the subscriber has is a worthless receipt. 

We again wish to caution our friends 
not to pay money to anyone unless he 
or she is personally known by them. If 
there is the slightest suspicion call the 
police. An honest man can easily prove 
his authority and his responsibility. 


Non-Receipt 
of Copies 

Where copies of the Erupe Music 
Macazine are lost in the mails, write to 
us direct instead of to the representative 
or subscription agency with whom the 
order was placed. Complying with this 
suggestion will save a lot of time and 
enable us to make quick adjustment. When 
changing your address for the summer, 
give both the old and new address, 
This is important as our files are ar- 
ranged géographically by towns and un- 
less we have both addresses, we cannot 
lceate a subscription. 


DANA MUSICAL INSTITUTE 


WARREN, OHIO 


Summer Session Opens June 18th 


Dana Musical Institute’s Concerts are 
Broadcasted each Wednesday night from 8 to 
9 P. M. Eastern Time, by Station W. L. A. Z. 


Permanently Adopted 


A FIRST HISTORY OF MUSIC FOR STUDENTS AT ALL AGES 


A thoroughly practical textbook told in story form. 


so absorbing that adults are charmed with it. All 


illustrations, map of musical Europe, 400 test questions, 250 pages. 


gilt stamped. Any teacher may use ic without previou 


THEODORE PRESSER COMPANY 


STANDARD HISTORY OF MUSIC 


By JAMES FRANCIS COOKE 


by Foremost Teachers 


PRICE, $1.50 


So clear a child can understand every word— 
“self-pronounced.”’ 150 excellent 
Strongly bound in maroon cloth, 


difficult words 


s experience. 


36 PHILADELPHIA, PENNA. 


High in E Flat, Range d to c. 
PRICE, 7osCENTS. 


A Bnihant Concert Waltz-Song 


Moonlight— 
By Hailett Gilberte 


Appearing on the Programs of Many Prominent Vocal Artists 


Starlight 


Medium in C, Range b to a. 
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Published by 


THEODORE PRESSER 


COMPANY 


1710-1712-1714 Chestnut Street 


PHILADELPHIA, PA. 


Please mention THE ETUDE when addressing our advertisers, 


Herbert Witherspoon: 
Studios 


44 West 86th Street, New York 


The Education of a Singer 


Voice, Interpretation, Coaching in Opera, |f 
Oratorio and Concert Repertory, Practice |} 
Lessons, Acting, Piano, Sight Reading - 
and Analysis, French, Italian, German, 
Lectures, Pupils’ Musicales. 


All the work done with the assistant teachers is ahaean 
Mr. Witherspoon’s personal supervision. 


New pupils will be heard by Mr. basis 3” by special 
appointment. 


Famous singers who have studied with 
‘Mr. Witherspoon: 


Merte Atcock, Celebrated Concert Contralto. 
MaseEt Garrison, Soprano—Metropolitan Opera Co. 
Lucy Gates, Grand Opera and Concert Soprano. 
-Frorence Hrnxxe, Famous Concert Soprano. 
Louise Homer, Metropolitan and Chicago Opera Companies. 
LourtseE Homer Stires, Concert Soprano. 
KaTHLEEN Howarp, Contkalto-Abletrotolittn Open Co, 
Ouive Kune, Well-known Concert Soprano. 


LamBert Murpuy, Tenor— Metropolitan Opera Co. and 
Concert. 


Epna Tuomas, Concert Mezzo-soprano. 

Amy EvLerman, Concert Contralto. 

Cart Formes, Baritone—Williamson Opera Co., 

Kwicut MacGrecor, Concert Baritone. 

Joun Quine, Concert Baritone. 

ExLLen Rumsey, Opera and Concert Contralto. 

Vernon Wituiams, Tenor—Grand Opera, Italy. 
(Son of the late Evan Williams) 


Australia. 


Miss Minnie Liplich, Secretary 


Telephone Schuyler 5889 


Mr. Witherspoon will teach at the Chicago 
Musical College, 620 South Michigan Boulevard, 
Chicago, from June 25th to July 28th, 1923. — 


Mr. Graham Reed, assisted by Mr. Walter Leary, © 
will conduct a summer course at the Herbert 
Witherspoon studios in New York from J une 25th 
to August Ist, 1923. 
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BUSH CONSERVATORY 


CHICAGO 
KENNETH M. BRADLEY EDGAR A. NELSON EDWARD H. SCHWENKER 


President Vice-President Secretary 


SUMMER SCHOOL 


Normal Courses 


Five Weeks, June 27 to July 31 
SPECIAL COURSES PUBLIC SCHOOL MUSIC NORMAL 


Ten. Weeks, May 23 to July 31 Six Weeks, June 27 to August 7 


The Greatest Faculty ever Assembled in any American School of Music. Over 90 Teachers 
of International Reputation. Among them are 


lS hare Chiapusso, Mme. Julie Rive-King, Edgar THEORETICAL COURSES—Kenneth M. Bradley, 


. Nelson, Ella Spravka, Edgar A. Brazelton, Edgar A. Brazelton, Grace Walter, Rowland Leach. 
John J. Blackmore. 


VOICE—Charles W. Clark, Boza Oumiroff, Gustaf Holm- ALL ORCHESTRAL INSTRUMENTS, EN- 
quist, Herbert Miller, Mae Graves Atkins, Mme. SEMBLE, ACCOMPANYING, LANGUAGES. 


Justine Wegener. 


VIOLIN —Richard Czerwonky, Bruno Esbjorn, Rowland EXPRESSION—Mae Riley McKinley. 


| Leach. 
ORGAN—Edgar A. Nelson, Florence Hodge. ACTING~Lester Luther. 


CELLO—Bruno Steindel. DANCING—Cora Spicer Neal. 


NORMAL COURSES 


Modern and complete Normal Courses are offered in all departments. Special attention is called to the SIX- 


WEEKS COURSE IN PUBLIC SCHOOL MUSIC under Lyravine Votaw and William Nordin and 
DORA G. SMITH, famous authority on Chicago High School Music 


Special announcement is made of the exclusive teaching engagement of 


OTAKAR SEVCIK 


World-renowned violinist and teacher of Kubelik, Kocian and Morini, available 


MARCH Ist to SEPTEMBER Ist 


A remarkable opportunity for American violinists to study with the foremost violin teacher of the present day, 
with the superior artistic advantages of this great school. 


FREE SCHOLARSHIPS 


Tn Piano, Voice and Violin with each of the Artist Teachers of these departments. The scholarships will be awarded 
in open competition. Send for application blanks. 


STUDENT DORMITORIES 


The only Conservatory in Chicago maintaining extensive student dormitories for Women and Men. All outside 
rooms. Practice pianos. Rates $9.00 per week and up. Excellent table. Reservations should be made as far in 
advance as possible to insure accommodations for the summer Term. 


RQ QdQdnanhnROR VAAVVRUoEEERVE 
ND 


For detailed information and Summer Session Bulletin address 


a, E. JONES, Registrar, 839 North Dearborn Street, Chicago, III. 
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WILLIAM S. 


YCEUPRM 
RTs 
ONSERVATORY 


(INCORPORATED) 


A SCHOOL OF MUSIC AND 
DRAMATIC ART 


Filias Day 


President and Director of 
Dramatic Department 


ANNOUNCES 


A SUMMER 
MASTER SCHOOL 


June 18 to July 28 (Six Weeks) 


THEODORE 
HARRISON 
Dir, of Music Dept. 


In addition to pri- 
vate lessons will con- 
duct a class in 


Interpretation and 
Repertoire 


For Students, Teachers 
and Professionals 


THeopore Harrison 


Mr. Harrison's time is in great demand. Please 
make early application. 

Superior faculty teaching every branch of 
Music and Dramatic Art will be in attend- 
ance at the summer normal. Work taken 
during the summer will be credited on regu- 
lar courses. Diplomas and Degrees. 


Studios and Dormitories in our own build- 
ing ideally located in the heart of the North 
Side Art Center. 


Write Topay ror Speciat SumMER Bu.wetin- 


LYCEUM ARTS CONSERVATORY 
Dept. R.S., 1160 N. Dearborn St., Chicago 


Recitals and lecture courses by members of the faculty. 
Send for Summer Session Prospectus. 


SEND FOR APPLICATION BLANK 


American Conservatory of Music 


571 KIMBALL HALL, CHICAGO 


YOUR SUMMER SCHOOL 


SUMMER MASTER COURSES 


June 25 to July 25, 1923 
JOSEF 


BRADY LHEVINNE VALERI 


of New York City 


One of America’s Foremost 
Vocal Teachers—Private Lessons 
Repertoire—Teachers’ Classes 


World Famous Piano Virtuoso 


Private Lessons : 
’ Repertory Teachers’ Classes 
Auditor Classes 


GEORGE H. GARTLAN 


Director of Public School Music, New York City, will conduct a Post-Graduate Course in PUBLIC SCHOOL MUSIC 
SUMMER NORMAL SESSION 


Special Courses in Public School Music for Post-Graduates and Beginners 
Moderate tuition rates—Excellent dormitory accommodations. 
Students advised to arrange for lesson periods now. 


FREE SCHOLARSHIP — Awarded by Josef Lhevinne and William S. Brady by competitive examination. 
FOR DETAILED INFORMATION ADDRESS 


Special Short Courses in 


‘PUBLIC SCHOOL MUSIC 


Preparing Teachers for Supervisors’ Positions 


PIANO NORMAL 


Including thorough instruction in How to Teach the Sherwood Course 
Kindergarten Methods and Material 


(Of particular interest to Sherwood Affiliated Teachers and their advanced pupils) 


ADVANCED THEORY 
Leading to Degrees of Mus. Bach., M. M., Mus. Doc. 


ORGAN 


Fitting students for church and 
theatre positions 


VIOLIN, 


VOICE 


Preparing for church and concert work 
Also special course for voice teachers 


DRAMATIC ART, DANCING, BAND 
INSTRUMENTS 


Pupils registered in any of the above Courses, will be entitled to the 


FREE PIANO MASTER CLASS 


Under SIDNEY SILBER 
without charge 


Write for Particulars 


SHERWOOD MUSIC SCHOOL 


Fine Arts Building Chicago, Illinois 


Please mention THE ETUDE when addressing our advertisers, 


Famous New York Expert 


On Tone Production 
Private Lessons 
Repertoire—Teachers’ Classes 


of SIX WEEKS, from June 25th to August 4, 1923. 


branches of Music and Dramatic Art. Eminent Faculty of 100 artist-instructors. 


John J. Hattstaedt, Pres. | 


THE ETUDE 


DELIA 


Instruction given in all 


The Cornish School |” 


Drama Music Dance 
SEATTLE 


Summer school where it’s cool | 


CALVIN BRAINERD CADY 
Music-Education Normal 


ARNOLD J. GANTVOORT 
Public School Music 


SERGEI KLIBANSKY 
The Art of Singing 

FACULTY OF FIFTY TEACHERS 
‘Special Classes and Private Instruction in Piano, | | 
Voice, Violin, Violoncello, Solfege and History Danc- 
ing and Expression. 
Normal Classes for Teachers of Music, Dancing, 
Expression and Arts of the Theatre. 


Design and Decoration as applied to Interior Decora= a 
tion, Stage and Costume Design, Dyeing Batik, etc. 


Write for Catalog Scholarships 
July 1st to September Ist 


LWW OE 


STUDY AT MY HOME 


To a limited number of musicians I offer 
home privileges while studying voice, dra- 

dot opera, concert oratorio and 
rene: 


Carnegie Hall Studio, Room 120, onWednes- 
days by appointment 


Philadelphia Studio, Presser Building, on | 
Tuesdays by appointment. 


Write for terms, pamphlet, etc. 
Wave Crest, Far Rockaway, New York 


GERTRUDE RENNYSON § 


American Soprano—International Reputation 


MUSICAL AND EDu- | 
INTERNATIONAL CaTioNAL AGENCY | 
MRS. BABCOCK 

OFFERS Teaching Positions, Col- | 


leges, Conservatories, Schools. | 
AlsoChurch and Concert Engagements 


CARNEGIE HALL, NEW YORK 
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\ SUMMER NORMAL COURSE 


Of Be Sy weg = Interest for Young Teachers 
noforte is announced by 


ITH ALICE WOOD AUSTIN. 


letonea, Germany. Student in Classes of Thomas Whitney radar 
dren Si Longview Ave., White Plains, N. Y. 
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TOTO TOTO DONO nO aU BuO 


“JUNE 25 to AUGUST 4 


(SIX WEEKS) 58th YEAR 


PROF. LEOPOLD AUER ) RICHARD HAGEMAN 


Master Violin Instructor of the World 


PROF. XAVER SCHARWENKA PERCY RECTOR STEPHENS 


HERBERT WITHERSPOON Notable Teacher of Teachers 


OSCAR SAENGER CLARENCE EDDY 


Celebrated Vocal Instructor and Operatic Coach 


FLORENCE HINKLE LEON SAMETINI 


America’s Foremost Soprano Renowned Violinist and Teacher 


REPERTOIRE—INTERPRETATION CLASSES TEACHERS’ NORMAL COURSES 
HERBERT WITHERSPOON (Vocal) PROF. LEOPOLD AUER (Violin) IANO VOCAL 


A 
OSCAR SAENGER (Vocal) PRO p i AR ENK 
RICHARD HAGEMAN (Vocal) ioli PER LOLS CUTHE Be . HERBERT WITHERSPOON 


ET 
MAURICE ARONSON (Piano) BURTON THATCHER (Vocal) ARONSON PERCY RECTOR STEPHENS 
Mes aed a COURSE OF PIANO 
EXPRESSION and DRAMATIC ART STUD ? HAROLD. Bo MALTOTT 
ALTON PYRE VIOLIN 
PROF, LEOPOLD AUER 
HISTORY OF MUSIC _ ENSEMBLE PLAYING MAX FISCHEL 

eee WSK! Geotail a OPERA CLASSES PUBLIC SCHOOL MUSIC 
THEORY and ORCHESTRATION VIOLONCELLO SP UE ita HAROLD B. MARYOTT 

oe ot Eat da MME. RUTH AUSTIN CHOIR and CHORAL CONDUCTING 

MME. LORA SHADURSKAYA HAROLD B. MARYOTT 


Professor Auer, Professor Scharwenka, Mr. Saenger, Mr. Witherspoon, Mr. Hageman, Mr. Stephens, Mme. Hinkle, Mr. Sametini and Mr. Eddy, have 

each consented to award a Free Scholarship to the student who after an open competitive examination is found to possess the greatest gift for singing or 

piving. Free Scholarship Application Blank on Request. Complete summer catalog on request. ‘Lesson periods should be engaged now. Private and 
lass 


Lessons may be arranged with all teachers. Teachers’ Certificates and Degrees Conferred at Close of Summer Session. 
Fall Session Opens September 10 Dormitory Accommodations Complete Catalog on Request 


CHICAGO MUSICAL COLLEGE "=" 


FELIX BOROWSKI, President DR. F. ZIEGFELD, President Emeritus CARL D. KINSEY, Manager 


Noted Coach and Accompanist 


New York School of Music and Arts 


148-150 RIVERSIDE DRIVE Ralfe Leech Sterner, Director 
Six Weeks Summer Courses for Teachers and Professionals 


ALSO BEGINNERS AND ADVANCED STUDENTS 


May 15th to September Ist 


RATES: $250 and $300 (according to teacher for private lessons,) which includes board and room, tuition, lectures, classes, concerts, teachers’ certificate, etc. 


CELEBRATED FACULTY INCLUDING 


Arthur Friedheim Ralfe Leech Sterner Frederick Riesberg Alfred Calzin 
The Great Liszt interpreter who The well-known voice teacher of the Distinguished Pianist who studied Distinguished French Pianist— 
during this course will play works of all heads of voice departments in colleges with Franz Liszt, Xaver Scharwenka Soloist with nearly every great orchestra 
the great masters. and schools. Also Opera, Church and and Carl Reinecke. in the world. 
+ Concert Singers, who will give his course 7 
- of Lectures from Voice Anatomy to Alexander ‘Pero . Leila Yale 
Paul Stoeving ~ Grand Opera. Harmony and Counterpoint. Public School Music. 
The Eminent violin artist, teacher, 4 
scholar and author. Frank Howard Warner Edward Royce -Helen Carmichael Robertson 
Pianist, Composer and Lecturer. Pianist, Composer. Drawing and Painting. 
Laura Collins Aloys Kremer Marie van Gelder Alvin Belden 
Foremost teacher of Dramatic Art MTeachertand Pianist Wagnerian Prima Donna and Voice Classical Dancing—Highly indorsed 
and Public Speaking. Teacher. by Mary Garden. 
AND MANY OTHERS 
SEND FOR BOOKLET, + ; =r : * = MEHLIN PIANO 
VIEWS AND OUTLINE si Our entire faculty will remain in New York City and teach all summer I, USED 


ALFRED CALZIN 


Pianist and Teacher 


CLAUDE WARFORD 


TEACHER OF SINGING 


METROPOLITAN OPERA HOUSE STUDIOS 
New York 


SUMMER SESSION 


Please mention THE ETUDE when addressing our advertisers. 


Soloist with leading symphony orchestras. 


N. Y. SCHOOL OF MUSIC 
150 Riverside Drive New York City 


te of the New England Conservatory, Boston, Mass, 
, and Richard Rurmelster, Bei 
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Ithaca Conservatory of Music 


Vocal, Herbert Witherspoon, Director. John Quine, Bert Rogers 
and Lyon and other assistants. 
Piano, Leon Sampaix, Director, pupil of Teschenieiey) Seven assist- 


ant teachers. 


Affili t d Violin, W. Grant Egbert, Dean, pupil of Sevcik. 
1 la e Master Teacher, and six assistants. 


Organ, James Quarles, Director. Official Organist Cornell Univer- 


Caesar Thomson, 


sity. Preparatory, Academic, Post Graduate and Special Courses. 


Splendid equipment of eleven buildings, including four dormitories, 
auditorium, gymnasium, sorority and fraternity buildings, ete. All 
courses approved by the New York State Board of Regents 


Six Affiliated Schools 


Williams School of Expression and Dramatic Art, George C. Williams, Dean. 
Four Graduate Courses—Teachers, Dramatic, Lyceum, and Personal Cul- 
ture Courses, All courses include both private and class instruction, 

Ithaca Academy of Public School Music, R, H, Richards, Dean. Private 
instruction in both voice and piano. Methods of Conducting, Violin 
Classes, Band Instruments, Presentation of School Operas, Cantatas, etc. 

Chautauqua and Lyceum Arts School, Dr. Wdward Amherst Ott, Dean, Two- 
year course of practical training. Courses in practical Lyceum work, in- 
cluding program building, company rehearsals, Lyceum Criticism Classes, etc. 


Conway Military Band School, Patrick Conway, Dean. Daily band rehear- 
sals, Lrivate instruction on two instruments and a playing knowledge of 
all band instruments included in course. 

Ithaca School of Physical Education, Dr. Albert H, Sharpe. Dean. 
Normal cone and One-year Athletic Training Course, 
on Cayuga Lake, 


Martin Institute for Speech Defects, Dn. Fredrick Martin, Dean. Corrective 
Courses for Stammeriug, Stuttering, Lisping, and all speech disorders. 
Normal course for teachers of Speech Improvement. 

Year Book and Special Catalog of any school sent on request. 
and inspirational 
September Z0th, 


Two-year 
Summer Camp 


J 


The popular 
ummer School Courses begin July 2nd. I’all term opens 


Ithaca Conservatory of Music, 1 DeWitt Park, Ithaca, N. Y. 


Institute of Musical Art 


of the City of New York 
120 CLAREMONT AVENUE 


corner 122nd Street, West of Broadway 


FRANK DAMROSCH, Director 


\\ AMERICAN INSTITUTE | 
\ OF APPLIED MUSIC 


\\ Metropolitan College of Music 
THIRTY-SEVENTH YEAR 


Kate S. Chittenden, Dean 


Piano 


and a Special classes in Singing, Song and Opera 
Pedagogy FACULTY OF Nieiere onder ALEX ANDER SAVINE 
Courses SPECIALISTS Serbian Singer, Conductor and Composer 
Lead to teaching Special ee ee Teachers, 
Certificates and Diploma Music in } 


CARL FRIEDBERG 


For full information apply to the Director. 


all its 


Summer Session 
branches 


Begins 


June 18th 


SPECIAL COURSES FOR TEACHERS 
Summer Rates May 15 to September 15 


i For Catalogue and Circulars address 
J. LAWRENCE ERB 


Managing Director 


| 212 W. 59th St. New York City 


Courses for 
PIANISTS=TEACHER 


ACCOMPANISTS 


MUSIC Study for COLTURE Send for Booklet 


and LIVELIHOOD 
Presented by the 


Trinity Principle 
Pedagogy 


UNFOLDING THE 
INNER FEELING and REASONING 


Send for Catalogue of 
EUROPEAN TOUR 
and 
SUMMER SCHOOL, New York City 


Address: EFFA ELLIS PERFIELD 
414 West 45th Street Bryant 7233 
New York City 


Sight-Touch-Hearing-System 


Mr. Granberry will direct the University of Georgia Summer 
School of Music June 25th to August 4th, Athens, Ga. 


THE CHARLES TAMME VOCAL STUDIO 


264 W. 93rd St., NEW YORK CITY 
SUMMER COURSE 
Offers an efficient schedule for each pupil's needs 
or the Pupil—Method 
Instruction 1F For the Professional—Coaching 
For the Teacher—New Ideas 


METHOD TECHINQUE INTERPRETATION 
Further Information on Request 


ZONES OF DYNAMIC UNDULATION 


New short cuts towards proficiency. How 
to co-ordinate most effectively. The secrets 
of piano touch, and other valuable informa- 
tion for piano teachers. 


GUSTAVE L. BECKER 
516 West 143rd Street New York City 


Summer School Announcements 
Pages 279, 282, 283, 284 and 285 


The Weigester Summer School of Vocal Music 


Youngstown, Ohio, July 18th to August 29th, 1923, (6 weeks) 
The Entire Ground of Vocal Study is covered by means of 


Lecture, Class and Private Instruction 
SUPERIOR TRAINING AT MODERATE RATES 


Write for Booklet E Carnegie Hall, New York City 


Please mention THE ETUDE when addressing our advertisers, 


THE EHETUD 


EASTMAN SCHOOL OF MUSIC 


of The University of Rochester 
- ALF KLINGENBERG, Director 


Summer Session, June 25 to July 28, 1923 


Courses for TEacuEerRs of Pusiic Scuoot Music 
Courses for Pustic Scuoot Treacuers of InsrruMENTAL Music 
Norma Course for Prano TEACHERS 
Course in INTERPRETATION for P1ANo STUDENTS 
Private lessons in ComposiTiIon and CounTERpoINT, Piano, VoIcE, 
Vion, VIOLONCELLO, OrcAN, Harp, ORCHESTRAL INSTRUMENTS, 


Orcan AccoMPANIMENT of Motion Picrures 


REGULAR FACULTY OF SCHOOL ON DUTY AT SUMMER SESSION 


For Catalogue and Information, Address 


THE SECRETARY, EASTMAN SCHOOL OF MUSIC 


New York 


Rochester, 


School of Public Performance 


Normal Course for Teachers, also 
Special Technic Course for Pianists 


JUNE 20th TO JULY 28th 


SUBJECTS—Virgil Technic, Interpretation, Practical 
Harmony, Time, Accent, Rhythm, Sight |j 
Reading and Ear Training. | 


WRITE FOR FURTHER DETAILS 


120 West 72nd Street, 


Finest Conservatory in theWest 


SUMMER 
MASTER 
SCHOOL— 


June 25, to 


August 4— 
Six Weeks 


ISUMMER SESSION 2°22, 


Intensive Courses in Piano, Voice, Violin, Organ, Public School Music, Harmony 
Faculty of 110. New $350,000 Building. Low Tuition Rates. Room and Board $6.50 per week. Send for free folder 


IMacPHAIL SCHOO 


Nicollet at Eighth Street 


MRS. 
VIRGIL PIANO CONSERVATORY || 


A. M. VIRGIL 


Director of the 
and 


Announces a 


New York City 


DETROIT 
CONSERVATORY 
OF MUSIC 


47th Year 


Francis L. Po M.A., Pres. Exizaseru Jounson, Vice-Pres, 


O®EEES courses in Piano, Voice, Violin, Cello, Orgaa, Theory: 
Pnblic School Music and Drawing, Oral Interpretation, ete 
Work based on best modern and educational principles. Numerous Lectures~ 
Concerts and Recitals throughout the year. Excellent Board Accommoda 
tions, Teachers’ certificates, diplomas and degrees conferred. Many free 
advantages. We own our own building, located in the center of most cultural 
environment. Students may enter at any time. 


For particulars of summer session and detailed information address 


JAMES H.BELL, Secy., Box 7, 5035 Woodward Avye., DETROIT, MICH. 


Minneapolis, Minne 


SS 


The Swan—Saint-Saéns 


How many times do you suppose you 
have heard The Swan by Saint-Saéns? 
Probably the violinists have used this 
ce many more times than the pianists; 
ad if you play the violin you may already 
ave it in your repertoire. If not, you 
uld learn it and add it to your list of 
nemorized pieces, as it is always well- 
ked and is a good. number to have 
“ready.” It has been arranged for a great 
many instruments and combinations of in- 
ruments, and even vocal arrangements 
0: it have been made. Saint-Saéns wrote 
it'as a short piece for orchestra and piano, 
one of a suite of twelve short pieces— 
very short, in fact, some of them are— 
called “The Carnival of Animals.” Some 
f the pieces are very humorous but are 
seldom performed, The Swan is the mgst 
utiful in the set and is very well known 
ind popular. It is a simple flowing melody 
n quarters and eighths, with a broken 
ord accompaniment in sixteenths, in the 
key of G major. The only thing at all 
inusual is the time, 6/4, which must be 
counted out carefully at first. 
Saint-Saéns was born in France, in 
5, and died in 1921, at the age of 87. 
t other compositions of his can you 
tion? | : 


A little fish swam in the sea 

As merry as a fish could be 

And when the fisher man came near, 
Tt said, “He'll not catch me. 

I have no fear. ea 

I can not leave the sea so soon 

| For I do my SCALES each day 

i >. At noon,” x 


rd Calls in Different Nations 


“In some countries the calls of certain 
ds are taken to-mean good luck or bad 
cK, 4 5 

. Poland the hooting of an owl is 
as a sign of misery. 

he croaking of a raven in Russia is 


aken in Russia as a sign of sadness. 
Servia the cuckoo is considered as 

prophetic bird. ee 

In central Europe the cuckoo is supposed 

be a sign of good luck. 

‘he nigh raven is sometimes said to be 


bad luck ‘ 


' mer. 
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Harry’s Lesson 


By Olga C. Moore 


Harry had received a new piece, at his 
last lesson, called Rose Petals. Practice 
time came along, on this particular day, 
and Harry stalked up to the piano. 

First of all he banged through the first 
page of Rose Petals. Harry did not know 
that his father had come home early and 
was reading the evening paper in the next 
room. (Or rather, he was watching the 
boy over the top of his paper.) When 
Harry had finished the first page, and 
started on the second, his father called, 
“Son!” “Yes, sir,” answered the startled 
son. “What new style of music is this you 


are giving us this evening?” asked his 
father, “I don’t think I ever heard any 
musician pound on the keys as you are 
doing. If you'd like to break the piano a 
little quicker, there’s a big hammer down 
stairs in my tool box, that you may use.” 


‘There 15 a. 


Harry’s head drooped, his face flushed 
red, his conscience hurt him. To excuse 
himself, he finally answered fretfully, “Oh, 
pshaw, Dad, what does a boy want with 
such a piece as Rose Petals? Mrs. M—— 
is always talking about a beautiful melody 
in the bass and soft chords in the treble. 
I don’t want that mushy stuff. What have 


I got big strong hands for, if I can’t play 
the chords loud with ’em? I want some- 
thing rough and tumble!” 

“Oh, I see,” said Harry’s father, thought- 
fully, “You do not want MUSIC, you want 
to make NOISE. You know that we are 
going to attend a piano recital to-night, 


given by Miss Right’s pupils, and you will 


hear some real music there—not noise.” 
The Recital was under way. The next 
number on the program was Rose Petals, 
played by Issy Right (Miss Right’s young 
brother, and Harry’s playmate). 
The first melody, played with the left 
hand, came forth like the tones of a ’cello 


‘—the right hand playing an accompaniment 


of soft chords, reminding one of rose 
petals, dropping, dropping, dropping, oh, so 
softly. 

Then the right hand took up the melody 
and sang out a little higher, like a violin. 
The left hand here carried an accompani- 
ment, with a little accent on the first beat 
of each measure, while the double notes 
were played softly, just keeping time with 
the melody. 

Then, again, the ’cello-like tones, so like 
the human voice, sang clearly in the bass 
and the right hand chords again seemed to 
represent rose petals dropping softly. 

Truly, Issy Right was a little artist, and 
the audience heartily approved of his play- 
ing, judging by the tremendous applause. 
Harry shyly turned to his father and whis- 
pered, “I say, Dad, when we get home, I 
want to see if J can make that much 
MUSIC out of my Rose Petals.” 

Don’t you wish that we could be mice 
and listen in on Harry’s next music lesson 
when he plays Rose Petals? 


Clover Time 


Hert is something new for a pastime 
when you go on your vacation this sum- 
Of course some of you live all the 
year round where you can go into the 
fields and woods; but a great many others 
only, see the fields and woods for a short 
time in the summer. Everyone loves to 
sit in the fields and imagine themselves in 
the middle of a vast sea of grass and 
clover, and look at the sky and the clouds 
and listen to the birds. And don’t you 
love to pull the daisies and buttercups and 
fancy grass? But soon your bouquet 
becomes wilted, you throw it away and 
have nothing to show for your visit to 
the fields. 

The next time you go, take a strip of 
heavy paper, about eight or ten inches 


wide. Draw a staff on it with crayon. 
Then gather your clover and fancy grass 
and make. a little melody on your staff. 
Get white clover for the half and whole, 
and red clover for the quarters and 
eighths. Put them just exactly “where 
they should go on the staff to make your 
melody, and push the stems through to 
the other side of the paper so they will 
stay in place. Use blades of grass for 
the stems of the notes and for the 
“hooks” of the eighths. Make little slits 
in the paper to pull each end of the blade 
of grass through, so they will stay in 
place, too. You will have a very pretty 


melody, and you can bring it home with 
you_and try it on your piano. 
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Problems 


HAVE you a thoroughly reliable sense of 
rhythm? And even if you haye, are you 
thoroughly familiar with all the various 
time signatures? And the many ways that 
measures can be made up in each time 
signature? 

The following is a good exercise for 
making one feel “at home” in different 
time signatures. 

Take a piece of paper and write a two- 
four-time signature, and space off eight 
measures. In the first measure put one 
note which must fill the measure of time. 
In the second measure put two notes. In 
the third put three notes; in the fourth 
four notes and in the fifth, five notes, and 
so on. The exact time value must be 
given to each note to make the number of 
given notes exactly fill the measure. 

Then do the same again, this time giving 
yourself a three-four time signature. Then 
again with a four-four time signature. 
Then with a five-four, six-four. Then 
with three-eighth, four-cighth, six-eighth 
and so forth. This may be done by any 
one, individually, or may be used as a 
“Stunt” at a club or class meeting, giving 
2 prize for the one having the fewest 
mistakes. 


Letter Box 


DEAR JUNIOR ETUDE: 

I have never seen any letters from Mon- 
treal, so I thought I would write. 

My mother is a musician, and she teaches 
my brother and me the piano. I have been 
learning nearly five years and have just 
started to take up the violin. 

Montreal is a city of two nationalities, 
English and French; so we have concerts in 
both languages. At school we are taught to 
sing French and English songs. 

Yours sincerely, 
EpirH Mary TArrison (Age 12), 
Verdun, Montreal, P. Q., Canada, 

P. S.—I almost forgot to tell you how much 
I like Tun Hrupe. I look forward every month 
to reading the Junior Erupsr, and playing 
over some of the pieces. 


‘ 
Epira Mary HARRISON. 


I sometimes think 

It’s so much trouble 
To practice every day, 
But then I know 

It’s necessary 

To really learn to play. 


Tf all the scales 

Were joined together 
And rolled out into one, 
It seems to me 

That it would reach 
From here up to the sun. 


DeAR JUNIOR ETUDE: 

1 have never written to you before, but I 
just have to tell you how much I enjoy Tue 
PErepe and especially the Junior Department, 
IT have been studying piano for four years and 
I think the pieces that THe Erupr publishes 
are always very pretty. My teacher at Notre 
Dame Academy goes over them with me and 
she also prizes them very much. She thinks 
that THe Etrvupp encourages the study of 
music everywhere. 

Your friend, 
Mary Donanoge (Age 13). 
Ohio, 


look in the profession—don’t 

you feel that you could estab- 
lish yourself in a position of greater 
responsibility and incidentally enjoy 
a better financial future if you spent 
a little time on brushing up your own 
knowledge? 

An ounce of proof is worth a pound 
of promise. Making claims is easy— 
“making good” is the real test of 
merit. Many readers of THE HTUDE 
—teachers and students, have been 
greatly benefited by our courses— 
others have seen our announcement in this publication for years, but 
as yet have no direct personal knowledge of the 


A RE you satisfied with your out- 


Paderewski and Other Great 
Artists Endorse Our Lessons 


' Sherwood Piano Lessons 
for Students 


Contain complete, explicit instruction on every phase of piano playing. 
No stone has been left unturned to make this absolutely perfect. It would 
surprise you to know that Sherwood devoted to each lesson enough time to 
earn at least $100.00 in teaching. It is possible for you to get all this 
time and energy for almost nothing, compared to what it cost. The lessons 
are illustrated with life-like photographs of Sherwood at the piano. They 

are given with weekly examination papers. 


Sherwood Normal Lessons 
for Piano Teachers 


Contain the fundamental principles of successful tceaching—the vital 
principles—the big things in touch, technic, melody, phrasing, rhythm, 
tone production, interpretation and expression—a complete set of physical 
exercises for developing, strengthening and training the muscles of the 
fingers, hands, wrists, arms and body, fully explained, illustrated and made 
clear by photographs, diagrams and drawings. 


Harmony 


A knowledge of Harmony is necessary for every student and 
teacher. You can study the Harmony Course prepared especially 
for us. by Adolph Rosenbecker, former Soloist and Conductor, pupil 
of Richter, and Dr. Daniel Protheroe, Eminent Composer, Choral Con- 
ductor and Teacher. You need Harmony and this is your chance to 
study the subject thoroughly. 


Harmony Teaches You to 


1. Analyze Musie, thus enabling 4. Detect Wrong Notes and faulty 
you to determine the key of any progressions in printed music or 
composition and its various har- during the performance of a com- 
monie progressions. position. 


2. Transpose at sight more easily 5. Memorize Rapidly, one of the 
accompaniments which you may be very greatest benefits derived from 
ealled upon to play. the study of Harmony. 


38. Harmonize Melodies correctly 6. Substitute other notes when for 
and arrange music for bands and any reason the ones written are 
orchestras. inconvenient to play. 


Mark an X Before Course That Interests You 


AND MAIL COUPON TODAY 


Remember, we will send you 6 free lessons from any one of the Courses 
named below. Just put an X in front of the Course that most interests you 
and let us tell you what we have done for others—what we can do for you. 


UNIVERSITY EXTENSION CONSERVATORY, Dept. B3 


Langley Avenue and 41st Street, Chicago, IIlivois 


Please send me catalog, six free lessons and full information regarding 
course I have marked with an X below. 


[ |Piano, Course for Students [ |Violin (_ ]Voice 
Piano, Normal Training [ Mandolin [ |Public School Music 
a Course for Teachers [ |Guitar | [Harmony 
[]Cornet, Amateur [ |Banjo, 5-String []|Choral Conducting 
Cornet, Professional [ ]Organ 
Name Age 
Street No. 
City = a = 
State 


Please mention THE ETUDE when addressing our advertisers. 
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Junior Etude Competition ~ 


Tue Junior Erupe will award three 
pretty prizes each month for the best and 
neatest original stories and essays and an- 
swers to puzzles. 

Subject for story or essay this month— 
“Is Music a Part of My Home Life?” 
Must contain not over one hundred and 
fifty words. Any girl or boy under fifteen 
may compete. 

All contributions must bear name, age 
and address of sender (written plainly, 
and not on a separate piece of paper) and 
be received at the Junior Erune office, 
1712 Chestnut Street, Philadelphia, Pa., 
before the tenth of April. Names of prize 
winners and their contributions will be 
published in the issue for Jute. 

Put your name and age on the upper 
left-hand corner of the paper, and your ad- 
dress on the upper right-hand corner of 
the paper. If your contribution takes 
more than one piece of paper do this on 
each piece. 

Competitors must comply with all of 
the above conditions. Do not use type- 
writers. 


MY GREATEST MUSICAL EXPHRIENCE 
(Prize Winner) 

One time when we were practicing for a 
recital our orchestra was to play the first 
number, and I was to play a_ violin solo. 
After our last rehearsal we decided to leave 
our music on our racks, ready for our per- 
formance that evening. I returned to the 
hall a little after seven to see that every- 
thing was ready and to take a glance at 
my musie when, to my great surprise, I found 
it was missing! We searched all over, but it 
was not to be found. Just imagine my feel- 
ings! Although I had never even tried to 
play without my notes before, I decided I 
would do so, and got through splendidly. So 
ever after that I memorized my pieces. 

Ivan McDonnetu (Age 11), 
Iowa. 


MY GREATEST MUSICAL EXPERIENCE _ 
(Prize Winner) 

This story I am about to relate is_a true 
one that happened to me. This experience 
was a publie piano recital. Of course it was 
given under my teacher’s supervision, but 
nevertheless, it was my _ recital. I had 
planned this for several months,.and for the 
two months I practiced five or six hours 
regularly, and ‘three or four hours the last 
two months. The day came at last on which 
I was to appear, and I did no work that day 
except a few minutes slow and fast scale 
practice. When I played that evening I 
played without a mistake and put my whole 
heart and soul into it. It was a great suc- 
cess, and that was what I worked for. 

ADOLPH KOHLHAMMER (Age 15), 
Towa. 
address, 


N. B.—(Please’ send 


Adolph.) 


MY GREATEST MUSICAL EXPERIENCE 
(Prize Winner) 

Last year I was on our commencement pro- 
gram for a piano solo. Illness kept me from 
memorizing my selection, but as the programs 
were already printed, I was given special 
permission to use my notes. At the concert, 
my music was before me and I was ready to 
play, when suddenly the lights went out and 
left the audience in total darkness—I could 
hear the audience gasp, while somewhere in 
the hall a baby began to cry. Spurred on 
by_a desire to entertain the people until the 
lights were fixed, I started to play another 
piece that I had memorized several weeks 
before. It was Humoresque. I played it 
through without seeing the keys; and just 
as I finished the lights came on, and I 
took my seat, feeling happy because I had 
done my duty. 

MARJORID FowLer (Age 13),. 


complete 


Puzzle 


« 


By Annie Walker Humphrey 


Tue first letters of the words in the 
puzzle represent the initials of some fa- 
mous musician or composer. 

Was a master. 

2. Famous, much-beloved. 

3. Intensely patriotic. 

4, Just, serene, blind. 

5. Loud, violent behavior. 

6. Glorious, famous hallelujahs, 

7. Exceedingly gifted. 

8. Romanticist and song-writer. 

9. Pessimistic in temperament. 


10. Famed, French-Polish Composer. 
11. Composer, French genius. 

12. Famous, prolific song writer. 

13. Favorite, justly honored. 

14. A great Russian. 
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Famous yittuoso, lear1.ed. 


THE BT 


Answer to Puzzle 


Race—Braces. 
lute—Flutes. 
harp—SharpS 
bar—barK¥, 
note—DEnote. 
line—lineAR. 
at—F Lat. 
rum—Drums. 
corn—cornDT. 
horn—hornHWT. 
Rita—ritaRD. 
ale—SCale. 


SERNA TURN 


aur 


ror 


PRIZE WINNERS F 

Gertrude Calkins (age 11), Pennsylvania; 
Faye Parsons (age 11), Texas; Lawrence 
Goodman (age 13), Missouri. ‘ 


Honorable Mention for Composition 


Edith Hanson, Florence Greene, Belva Nell — 
Rummager, Juanita Darnell, Ruth Sifford, 
Alice Boxler, Bernice Singer, Julian L. Eddy., 
Melvin W. Ripkorn, Gertrude Calkins, Mar- 
garet Hastings, Frances Hunihan, Grace Rem- 
ington, Mary WHlizabeth Doherty, Dorothy 
Baldwin, Helen Foote, Harry Dean, Lucile 
Will, Marian Tipton, Bva Lut, Catherine 
Breyen, Flora McArdle, Mary A, Stack, Leslie 
Rothrock, Marian Gallagher, Marian Caughey, — 
Virginia Kelley, Alvina Lewis, Richard R. 
Smith, Kate Lyon, Loretta Barny, Margaret | 
Voetter, Hannah Roth, Aurietta Losier, Na- | 
talie Lyng, Calda Waite, Fern Zimmer, George 
Donaldson, Jr., Marie Richmond, q 


Honorable Mention for Puzzles 


Agnes Burns. John Burt Clark, Alma 

Rolk, Sarah Wellard Million, Mary Margare’ 

Rupp, Natalie Tyng, Alice Smith, Ruth Cacek, 
Marian Mansheim, Dora Leé Parsons, Mari. 
Gallegher, Nellie Huebner, Mary Johnson 
Frances Terry, Veronica Miller, Mona Blanch- 
ette, Helen Farrell, Josephine Bound, Mary 
A, Stack, Catherine Breyen, Mary Jorden, 
BHileen McKinney, Mary Ward, Ruby Becken- 
back, Melba L. Smith, Lou Ernestine Buck 
Lois Johnston, Alvina Lewis, Josephine 


Coulombe. ) 


Letter Box List 


_ [Letters have been received from the follow 
‘ing. Try to make your letters more intere: 
ing, if you want to see them in print. Evel 
Campbell, Pearl Lydia Sharpless, Rho 
Lundy, George P. Walthall, Barbara M. Chai 
Virginia Anderson, Marie Hall, Alma V. 
Sedaker, Margaret G@. McCormack, Mary Hor- 
ton, Frances McAtee, Harriet A. Cro 
Blanch_G. Blackstone, Adele Hoover, An 
Karp, Mildred Cochran, Josephine Ste 
Evelyn Kneeburg, Edith -Kneeburg, Ru 
Troch, Florence W. Pisar, Adeline Tellma 
Janet Harket, Lillian Fehlberg, Grace Me 
Molly Martin, Mary Burke, Anita Warner.] 


Ear Training 
_ ARE your ears as good as.your eyes im 
music? So many music studen‘s learn t 
play a piece or an exercise or study, ai 
practice very hard to make a “showin 
but do you think they have a very cle 
idea of what they are doing, or trying ¢ 
do? DO YOU? 4 

Can you recognize all the different kind 
of chords and scales and intervals 
you hear them? (That is, without seei 
them written down, or without fin 
them on the key-board.) 

Can you tell the difference between 
second and a seventh when you hear t 
Or between a fourth and a fifth? T 
catches lots of people whose ears are 
trained. Can you tell major and mi 
scales apart when you hear them? It | 
certainly to be hoped that you can do thi 
much, at least. Can you recognize melodi 
and harmonic and natural minor scales 
Major and minor chords do not sound 
all alike; but do you know which | 
which? ; 


Georg Friedrich Handel — 
Born at Halle, 1685 Died at London, 1759 


Master of the Oratorio. Gifted performer 
the Violin, Harpsichord and the gan. 
Messiah, The Judas Maccabeus, Samson, 
among his best known works. : 


Property of 


